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A B S T R A C T  
 
Dav id  Toop says “a i r  and sound are much the same: we breathe sound and 
l is ten to  a i r . ”  Th is  poet ic  conf la t ion h igh l ights  a i r  as  our  common l iv ing space 
and a s ign i f icant  medium for  sound.  We move through a i r  and use sound to  
locate  ourse lves and connect  to  other  peop le .  Sound is ,  however ,  more than a  
s ign i f ie r  or  a  by-product  o f  o ther  act iv i t ies :  i t  is  a  k inet ic  energy that  requ i res a  
mater ia l  read ing based on i ts  phys ica l  propert ies  and impl icat ions.  
 
Th is  thes is  looks at  sound in  immers ive insta l la t ion ar t  and per formance through 
the prax is  o f  a i r .  I t  exp lores three spec i f ic  themes:  that  sound compr ises 
movement;  that  sound typ ica l ly  t rave ls  through a i r ;  and that  sound’s  constant  
expans ion w i th in  a i r  invokes tens ion.  Th is  tens ion is  examined f rom three 
perspect ives:  the movement o f  sound aga inst  boundar ies  (chapter  one) ,  the 
movement o f  the spectator  w i th in  son ic  ter r i to r ies  (chapter  two)  and the 
movement o f  per formers inst igat ing and modulat ing sound (chapter  three ) .  I  
d iscuss works by severa l  a r t is ts  –  pr imar i ly  Janet  Card i f f ,  La Monte Young,  A lv in  
Luc ier  and Ph i l l  N ib lock -  as we l l  as  works I  have created dur ing my MFA. I  a lso 
draw on theor is ts  w i th in  the f ie lds o f  a tmospher ics ,  insta l la t ion ar t  and sound 
inc lud ing J i l l  Bennet t ,  C la i re  B ishop,  Stephen Connor  and Brandon LaBe l le .   
 
Fur thermore,  th is  thes is  deta i ls  a  creat ive  pract ice I  have deve loped to  exp lore  
these ideas.  An In f in i ty  Room (A IR)  invo lves pos i t ion ing mul t ip le  consumer 
synthes izers  in  geometr ic  format ions that  def ine arch i tectura l  features w i th in  
d i f fe rent  spaces.  The keys are  we ighted or  propped open to  in fuse the a i r  w i th  
drones.  Th is  estab l ishes se l f -perpetuat ing a i rspaces –  ‘ in f in i te  rooms’  o f  sound 
– that  t ransform so-ca l led negat ive  space in to  pos i t ive  f ie lds o f  act iv i ty .  The 
pro ject ’s  taut  parameters  inst igate  and f rame emergent  phenomena such as 
sound and movement and engender  a  dynamic s i tuat ion I  ca l l  ‘ tu rbu lent  
geometry ’ .  
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F O R E W O R D  
 
My fa ther  d ied at  exact ly  the age I  am now. Inscr ibed on h is  grave in  country  
V ic tor ia  is  the phrase “sp in  the a i r . ”  I  on ly  remembered th is  recent ly .  I t  sums up 
the a im of  th is  research,  wh ich is  to  observe and inst igate act iv i ty  w i th in  the a i r  
th rough sound.   
 
My fa ther  was a  mus ic ian and loaned me my f i rs t  synthes izer  when I  was n ine ,  a  
smal l  Cas io  keyboard f rom the 1980s.  I t  resembles the inst ruments I  have used 
wi th in  my work over  the past  four  years .  My fa ther  co-wrote and accompanied 
my f i rs t  p ieces and desp i te  be ing unemployed pa id  for  my ear l ies t  compos i t ion 
lessons.  Thanks to  h is  encouragement  I  began to  learn the p iano –  bad ly  –  and 
went  on to  f i rs t  s tudy mus ic  at  un ivers i ty .   
 
My subsequent  ar twork is  an ind i rect  way o f  re t icu la t ing th is  h is tory .  The 
pract ice out l ined in  th is  thes is  thwarts  t rad i t iona l  v i r tuos i ty  and veers  between 
honour ing and deny ing the keyboard,  a t  t imes spear ing meta l  rods through i ts  
keys.  Nonethe less the research emerges f rom my deep cur ios i ty  towards and 
love o f  sound f i rs t  sparked by my fa ther .  
 
Th is  paper  is  ded icated to  h im.  
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I N T R O D U C T I O N  
B R E A T H I N G  S O U N D  A N D  L I S T E N I N G  T O  A I R  
 
 
We l ive  immersed in  a  vast  but  inv is ib le  ocean of  a i r  that  sur rounds us 
and permeates us and w i thout  wh ich our  l i fe  must  necessar i ly  escape 
         Don Ihde1 
 
Can man l ive  e lsewhere than in  a i r?  
         Luce I r igaray 2 
 
I  wr i te  th is  on what  was a  qu ie t  spr ing morn ing.  Four  doors down the 
ne ighbours are  bu i ld ing a  garage.  The sound of  the i r  power saw carr ies  through 
b i rdsong across severa l  backyards in to  my head.  I  get  up and c lose the door  
but  I  can’ t  escape i ts  drone.   
 
Th is  thes is  addresses the movement  o f  sound and peop le  w i th in  the spec i f ic  
medium of  the a i r .  The paper  foregrounds the exper ience o f  l is ten ing to ,  and 
mak ing,  sound by emphas iz ing the phys ica l i ty  o f  that  wh ich i t  t rave ls  through,  
the atmospher ic  s t ra ta  shared by a l l .  Focus ing on these inv is ib le  yet  ever-
present  phenomena makes not ions such as ter r i to ry ,  agency and connect ion 
more apparent .   
 
Humans depend on a i r  a t  a l l  t imes.  B i l l ions o f  peop le  breathe together  and l ive  
w i th in  common spaces.  Yet  a i r  doesn’ t  a l ign w i th  human borders ,  as  can be 
seen (or  heard )  by the power saw in  the garden.  Sound is  one way to  h igh l ight  
a i r ’s  presence and pervas iveness.  I t  is  a  communicat ive  dynamic energy that  
spreads through a i r  and connects  the bod ies w i th in  i t ,  re fus ing soc ia l  and 
geograph ic  per imeters .  I t  is  innate ly  po l i t ica l  and apo l i t ica l .  
 
Ca leb Ke l ly  says that  “sound is  now an in tegra l  par t  o f  a r t  … yet  i ts  presence is  
too o f ten ignored” 3.  He h igh l ights  the abundance of  sound in  “screen-based,  
per formance-based and par t ic ipatory-based pract ices”  but  laments  that  v isua l  
a r ts  wr i te rs  are  not  o f ten equ ipped to  d iscuss sound cr i t ica l ly .  S im i la r ly ,  
Chr is toph Cox c la ims “ the broader  f ie ld  o f  sound ar t  has been ignored by 
                                                       
1	  Don 	   I hde , 	   L i s t en ing 	  and 	  Vo i c e : 	   Phenomeno log i e s 	   o f 	   Sound . 	   2nd 	   ed . 	   (New 	  Yo rk : 	   S t a te 	  Un i ve r s i t y 	   o f 	  
New 	  Yo rk 	   P re s s , 	   2007 ) 	   3 	  
2	   L u ce 	   I r i g a ray , 	  The 	   Fo rge t t i ng 	   o f 	  A i r 	   i n 	  Mar t i n 	  He idegge r , 	   t r an s . 	  Ma ry 	  Be th 	  Ma ide r 	   ( London : 	  A th lone 	  
P re s s , 	   1999 ) 	   8 	   	  
3	   C a l eb 	  Ke l l y , 	   ed . 	  Sound 	   ( L ondon , 	   Cambr idge : 	  Wh i t e chape l 	  & 	  M IT 	   P re s s , 	   2011 ) 	   13 	  
 9  
mus ico log is ts ,  a r t  h is tor ians,  and aesthet ic  theor is ts” . 4 He suggests  that  the 
prob lem is  that ,  un l ike  text  and v isua l  a r t ,  sound evades contemporary  cr i t iques 
based on “ representat ion and s ign i f icat ion”  desp i te  i ts  soc ia l  and h is tor ica l  
ground ings.   
 
Cox o f fe rs  a  so lu t ion.  He says that  “ the son ic  ar ts  are  not  more abstract  than 
the v isua l  but  ra ther  more concrete ,  and that  they requ i re  not  a  formal is t  
ana lys is  but  a  mater ia l is t  one.”  He goes on:  
 
… sound and the son ic  ar ts  are  f i rm ly  rooted in  the mater ia l  wor ld  and 
the powers,  forces,  in tens i t ies ,  and becomings o f  wh ich i t  is  composed 
… [ there fore ]  we might  beg in  to  t reat  ar t is t ic  product ions not  as 
complexes o f  s igns or  representat ions but  complexes o f  forces mater ia l ly  
in f lected by other  forces and force-complexes.  We might  ask o f  an image 
or  a  text  not  what  i t  means or  represents ,  but  what  i t  does,  how i t  
operates,  what  changes i t  e f fectuates.  
 
Th is  paper  embraces mater ia l i ty  and h igh l ights  sound in  ar t  through the locus o f  
sound’s  most  common phys ica l  medium. Th is  a l lows us to  cons ider  sound’s  
impl icat ions through broader  themes such as movement ,  man ipu la t ion and 
meet ing.  Whi ls t  i t  is  not  pr imar i ly  focused on phys ics or  acoust ics ,  i t  looks 
towards mean ings that  are  phys ica l  ra ther  than symbol ic .  
 
I  dea l  w i th  three in ter re la ted themes.  F i rs t ly ,  that  sound invo lves and invokes 
movement.  Second ly ,  that  th is  movement is  typ ica l ly  through the a i r .  Th i rd ly ,  
that  sound’s  t rave ls  engender  a  tens ion between movement and stas is .  I  ca l l  
th is  prax is  ‘ tu rbu lent  geometry ’ .  The paper  examines th is  f rom severa l  
perspect ives and draws out  a  creat ive  s t ra tegy that  dea ls  w i th  i ts  impl icat ions,  
an ongo ing pro ject  ca l led An In f in i ty  Room. 
 
 
S o u n d  a n d  a i r  
 
In  h is  book Sin is ter  Resonance ,  Dav id  Toop says “a i r  and sound are  much the 
same: we breathe sound and l is ten to  a i r . ”5 Whi ls t  Toop’s  conf la t ion is  c lear ly  
poet ic ,  the bas ic  re la t ionsh ip  he evokes is  c lear .  Our  most  common exper ience 
o f  sound is  through a i r .  Wherever  we breathe or  f ree ly  move about  -  our  bas ic  
l i v ing space -  we can absorb sound.  A i r ’s  ub iqu i ty  can prov ide a  f ramework to  
                                                       
4	   Ch r i s toph 	  Cox 	   ‘ Beyond 	  Rep re sen ta t i on 	   and 	   S i gn i f i c a t i on : 	   Toward 	   a 	   Son i c 	  Ma te r i a l i sm ’ 	   i n 	   J ou rna l 	   o f 	  
V i sua l 	   Cu l t u re 	   1 0 , 	   no .2 	   (Augus t 	   9 	   2011 ) : 	   145 	   	   	  
5	  Dav id 	   Toop , 	  S i n i s t e r 	   Re sonance 	   (New 	  Yo rk : 	   Con t i nuum, 	   2011 ) 	   211 	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invest igate  the phys ica l i ty  o f  our  bod ies,  our  bod ies in  space and our  
re la t ionsh ips to  other  peop le ,  as  enhanced by sound.  
 
Brandon LaBe l le  emphas izes the in terconnect ion between sound and a i r  in  h is  
essay “Shar ing Arch i tecture” .  “As the osc i l la t ion o f  a i r  par t ic les ,  sound is  the 
d i f fus ion and re f ract ion o f  energy mov ing through the medium of  a i r  and,  fu r ther ,  
as  s t ructure-borne energy in  the form of  v ibrat ions pass ing through wa l ls  and 
f loors .”6 Th is  descr ip t ion h igh l ights  severa l  c ruc ia l  tenets  o f  th is  paper .  F i rs t ly ,  
sound is  a  form of  energy that  moves through space.  Second ly ,  th is  movement 
is  pr imar i ly  th rough a i r . 7 Th i rd ly ,  sound operates d i f fe rent ly  w i th in  the more so l id  
s t ructures that  conta in  i t ,  the “wa l ls  and f loors”  o f  a rch i tecture .  
 
 
F ig  1 .  Tomas  Sa raceno ,  Poe t i c  Cosmos  o f  t he  B rea th ,  2007 
 
Focus ing on a i r  as  a  t ransmiss ion matr ix  for  sound enab les fur ther  poss ib i l i t ies .  
We can v iew sound as t rans-d isc ip l inary ,  a l ign ing i t  w i th  ar twork that  dea ls  w i th  
a tmospher ic  phenomena l ike  s team, odour  and temperature .  As such we can 
compare ar twork that  uses fog to  f i l l  and def ine spaces,  such as that  by Kurt  
Hentsch lager ,  to  s im i la r  works by La Monte Young and others  that  use sound.  
We can use a i r  to  understand sound’s  notor ious promiscu i ty ,  a t tested by 
count less group exh ib i t ions in  wh ich sound works b lur  w i th  other  works.  We can 
                                                       
6	   B r andon 	   LaBe l l e , 	   “ Sha r i ng 	  A r ch i t e c tu re : 	   Space , 	   T ime 	   and 	   the 	  Aes the t i c s 	   o f 	   P re s su re , ” 	   	   i n 	   J ou rna l 	   o f 	  
V i sua l 	   Cu l t u re 	   1 0 , 	   no . 	   2 	   ( 2011 ) : 	   179 	  
7	   A i r 	   c an 	   a l so 	   t r a ve l 	   t h rough 	   so l i d s 	   and 	   l i qu id s . 	   A r twork s 	   t ha t 	   e xp lo i t 	   t h i s 	   i n c l ude 	   L au r i e 	  Ande r son ’ s 	  
Handphone 	   Tab l e 	   ( 1978 ) 	   and 	  Max 	  Neuhaus ’ s 	  Wate r 	  Wh i s t l e 	   I I I 	   ( 1972 ) . 	  
 11 
a lso separate  sound sources f rom the i r  a f fect ,  sh i f t ing the emphas is  f rom the 
ob jects  to  the connect ive  t issue surround ing them. Th is  por ts  w i th  the f ie lds o f  
re la t iona l  aesthet ics  and a f fect  theory .  
 
Overa l l ,  my research depends on a s imple  cha in  o f  premises.  Sound compr ises 
movement  in  the form of  v ibrat ion and expand ing waves wh ich must  occur  
w i th in  space .  Th is  space is  sound’s  medium ( i ts  means o f  d is t r ibut ion )  and is  
most  commonly  the a i r .  Sound’s  movement w i th in  th is  medium depends on 
severa l  mediat ing factors  inc lud ing the phys ica l  shape and const i tuency o f  a  
space,  a tmospher ic  cond i t ions and the presence and movement o f  peop le .  
Sound’s  movement  w i th in  a i r  is  thus compl icated and can appear  unpred ic tab le .  
Just  l ike  w ind or  temperature ,  i t  may be descr ibed as tu rbu lent .   
 
As an ar t is t  I  c reate  s i tuat ions that  engender  and capture th is  turbu lence 
through st ra teg ies invo lv ing geometry .  I  pos i t ion sound sources in  geometr ic  
format ions w i th in  enc losed arch i tectura l  spaces and I  a lso enact  per formances 
us ing st r ic t  pat terns.  Th is  a t tempt to  conta in  or  f rame the expand ing movement 
o f  sound and of  peop le  w i th in  taut  parameters  estab l ishes ‘ turbu lence w i th in  
geometry ’  or  a  turbu lent  geometry .8 
 
Th is  s tudy examines th is  tens ion o f  sound f rom three perspect ives,  each 
aggregat ing a  form of  movement –  the movement o f  sound aga inst  boundar ies  
(chapter  one) ,  the movement  o f  the spectator  w i th in  son ic  ter r i to r ies  (chapter  
two)  and the movements o f  per formers inst igat ing sound before  a  l is ten ing 
pub l ic  (chapter  three ) .  The focus is  l im i ted to  homogeneous sound—the 
d is t r ibut ion o f  ident ica l  son ic  un i ts—as a means o f  ‘conta in ing the spread’ .   
 
My focus is  not  pr imar i ly  on a i r .  The f ie ld  is  too la rge,  too d i f fuse and,  as Steven 
Connor  asks,  “how does one study a  substance that  is  everywhere?”9 However ,  
t rue to  form, a i r  ma inta ins a  cons is tent  yet  inv is ib le  presence throughout  and 
acts  as a  k ind o f  background no ise to  the concepts i t  e l ic i ts .   
 
 
 
                                                       
8	   Th i s 	   a x i om 	  depends 	  on 	   the 	   v i ew 	   tha t 	   sound 	   a lway s 	   i n vo l ve s 	   some 	   k i nd 	  o f 	   t en s i on . 	   Th i s 	   cou ld 	  be , 	  
among 	  o the r 	   t h i ng s : 	   t he 	  phy s i c a l 	   t en s i on 	  o f 	   t he 	   sound 	   sou r ce 	  wh i ch 	  de te rm ines 	   t he 	  qua l i t y 	   o r 	  
t imbre 	  o f 	   t he 	   sound ; 	   t he 	   sound 	   sou r ce ’ s 	   d i sp l a cemen t 	   i n 	   space ; 	   sound 	   ag i t a t i ng 	   i t s 	  med ium 	   ( a i r , 	  
wa te r , 	   h a rd 	   su r f a ce s ) ; 	   s ound ’ s 	   p rom i s cu i t y 	   d i s rup t i ng 	  human -­‐de f i ned 	   t e r r i t o r i e s . 	   I f 	  we 	   cons ide r 	   a i r 	  
t o 	   be 	   a 	   f o rm 	  o f 	   “backg round 	  no i se ” 	   ( J i l l 	   Benne t t 	   “A tmosphe r i c 	  A f f e c t s ” 	   i n 	  Ca rna l 	   ae s the t i c s : 	  
T ran sg re s s i v e 	   Image ry 	   and 	   Fem in i s t 	   Po l i t i c s , 	   ed s . 	   Be t t i na 	   Papenbu rg 	   and 	  Mar ta 	   Za zy cka , 	   102 -­‐117 	  
( London : 	   I . B . 	   T au ru s , 	   2013 ) 	   107 ) 	   t hen 	   sound ’ s 	   j ou rney 	   th rough 	   th i s 	   a l r eady -­‐no i s y 	  med ium 	   i s 	  
embedded 	  w i th 	  p rovoca t i ve 	   power . 	  
9	  S teven 	  Conno r , 	   T he 	  Mat te r 	   o f 	  A i r : 	   S c i en ce 	   and 	   t he 	  A r t 	   o f 	   t he 	   E the rea l 	   ( L ondon : 	   Reak t i on 	  Books , 	  
2010 ) 	   16 	  
 12 
C o n s i d e r i n g  a i r  
 
A i r  permeates our  l i ves and f rom b i r th  to  death remains our  constant  enab ler .  
However ,  desp i te  i ts  essent ia l  ro le  in  susta in ing l i fe  we tend to  take i t  fo r  
granted.  We acknowledge i ts  remit  on ly  a t  moments o f  change or  d iss ipat ion. 10  
 
A i r  is  synonymous w i th  the t roposphere,  the th in  layer  o f  a tmosphere hugg ing 
the ear th  a lso known as the sky.11 Brandon LaBe l le  descr ibes th is  “great  
empt iness above” as a  “nebu lous matter  r ich w i th  so many resonances … the 
po int  o f  departure  not  on ly  for  imag in ing but  for  sound as we l l . ” 12 A i r ’s  
s ign i f icance was ar t icu la ted in  the 6 t h  century  BC by the Greek ph i losopher  
Anax imenes o f  M i le tus,  who be l ieved that  “as our  sou ls ,  be ing a i r ,  ho ld  us 
together ,  so breath and a i r  embrace the ent i re  un iverse” . 13 For  Anax imenes a i r  
was the pr imary  substance o f  the un iverse,  in f in i te  and a lways in  mot ion,  l ink ing 
heaven and humans.   
 
 
F ig  2 .  Ma r t i n  C reed ,  Ha l f  t he  a i r  i n  a  g i ven  space ,  1998  
 
                                                       
10	   A i r 	   ha s 	   been 	   cons ide red 	  b road l y 	   i n 	   v a r i ou s 	   key 	   t e x t s 	   o ve r 	   t he 	  pa s t 	   decade 	   su ch 	   a s 	  O l i v e r 	  He rw ig 	  
and 	  Axe l 	   Tha l l emer 	  A i r / Lu f t : 	  Un i t y 	   o f 	   a r t 	   and 	   s c i en ce 	   ( S tu t t ga r t : 	   A rno ld s che , 	   2005 ) ; 	  Mon i ka 	  Bakke , 	  
ed . 	  Go ing 	  Ae r i a l : 	   a i r , 	   a r t 	   and 	  a r ch i t e c tu re 	   (Maas t r i ch t : 	   J an 	  Van 	   Ey ck 	  Academ ie , 	   2006 ) ; 	   ed 	   . 	   J ohn 	  
Knech te l , 	  A i r 	   ( Cambr idge , 	  Mas sa chuse t t s : 	   The 	  M IT 	  P re s s , 	   2010 ) 	   and 	   S tephen 	  Conno r 	  The 	  Mat te r 	   o f 	  
A i r : 	   S c i en ce 	   and 	   the 	  A r t 	   o f 	   t he 	   E the rea l 	   ( L ondon : 	   Reak t i on 	  Books , 	   2010 ) . 	  
11	   Th i s 	  mos t l y 	   compr i s e s 	   n i t rogen 	   and 	  oxygen 	  w i th 	   t r a ce s 	   o f 	   a r gon , 	   c a rbon 	  monox ide , 	  me thane , 	  
h yd rogen 	   and 	  n i t rou s 	   o x i de 	   ( Bhawan i 	  Venka ta raman , 	   ‘ E a r th ’ s 	   Th in 	  B l ue 	   L i ne ’ 	   i n 	   ed . 	   Knech te l 	   A i r , 	  
223 ) . 	   The 	   compos i t i on 	  o f 	   t h i s 	   s pace 	  ha s 	   been 	   i n 	   f l u x 	   o ve r 	   t he 	  pa s t 	   4 . 5 	   b i l l i on 	   yea r s 	   and 	  ha s 	   sh i f t ed 	  
w i th 	   t he 	   ea r th ’ s 	   c l ima te . 	   	  
12	   B r andon 	   LaBe l l e 	   A cou s t i c 	   T e r r i t o r i e s 	   (New 	  Yo rk : 	   Con t i nuum, 	   2010 ) 	   104 	  
13	  Don 	   I hde , 	   L i s t en ing 	  and 	  Vo i c e : 	   Phenomeno log i e s 	   o f 	   Sound 	   ( 1976 ; 	   r ep r . 	  New 	  Yo rk : 	   S t a te 	  Un i ve r s i t y 	  
o f 	  New 	  Yo rk , 	   1999 ) , 	   3 . 	  
 13 
A i r ,  however ,  has proven an e lus ive domain.  Steven Connor  suggests  that  the 
prob lem is  that  a i r  is  “ne i ther  on the s ide o f  the sub ject  nor  o f  the ob ject .  I t  has 
ne i ther  ob jecthood nor  essence.  … The a i r  is  impress ion w i thout  presence.”14 
S imi la r ly ,  Bet t ina Papenburg and Marta  Zarzycka denote that  “a  focus on a i r  
undermines the very  not ion o f  an ‘ob ject  o f  representat ion’  by turn ing to  what  is  
convent iona l ly  cons idered the ‘background’ .” 15	  Yet  a i r ’s  apparent  neutra l i ty  can 
be i ts  s t rength.  J i l l  Bennet t  looks to  Miche l  Serres in  descr ib ing the a i r  as  “ the 
base l ine for  aesthet ics ;  fo r  the invest igat ion o f  sensory  percept ion and the 
body’s  in ter face w i th  a  l i v ing env i ronment.” 16  
 
Throughout  h is tory ,  a i r ’s  pervas ion has t r iggered d isputes over  i ts  qua l i ty ,  
contro l  and borders  (wh ich,  by assoc ia t ion,  extends to  d isputes over  sound) .  
Such content ion inc ludes concerns around the env i ronment ,  hea l th  and 
susta inab i l i ty .  Both Peter  S loterd j ik  and Bruno Latour  caut ion aga inst  a i r ’s  
dangers,  drawing on the horrors  o f  Wor ld  War I  and the way a i r  can s i lent ly  and 
le tha l ly  revea l  contaminat ion.17 A i r ’s  ub iqu i ty  a lso a l lows i t  to  spread in to  var ious 
cr i t ica l  domains:  env i ronmenta l ,  te r r i to r ia l ,  geograph ic ,  communicat ive ,  soc ia l ,  
po l i t ica l ,  conceptua l  and son ic .  Monika Bakke d iv ides ar twork about  a i r  in to  
three themes:  breath- tak ing,  a i r -cond i t ion ing and l iv ing a lo f t .  By ‘a i r -
cond i t ion ing’  she means a i r  both w i th in  and extend ing the l iv ing space inc lud ing 
atmospher ic  factors  dev ised by humans ( “arch i tecture ,  in ter io r  des ign,  
e lect ron ic  techno log ies” )  and outs ide us in  the form of  weather  and cosmic 
rad ia t ion.  Th is  addresses “ the re la t ions between bod ies and spaces … how 
spaces respond to  the a i r  users ,  how bu i ld ings open and c lose.”18.   
 
In terest ing ly ,  theor is ts  on a i r  o f ten acknowledge sound but  in  pass ing,  as i f  the 
re la t ionsh ip is  a  g iven.  There fore,  th is  paper  de l ineates three perspect ives on a i r  
th rough which to  examine sound.  F i rs t ly ,  a i r  is  pervas ive and a l lows for  the f ree 
movement o f  sound in  a l l  d i rect ions.  Second ly ,  a i r  is  porous and permeable :  we 
can move eas i ly  through i t ,  a l low ing us to  cons ider  our  agency and the extent  o f  
                                                       
14	   S t even 	  Conno r , 	   “Nex t 	   t o 	  No th ing : 	   The 	  A r t s 	   o f 	  A i r ” , 	   a 	   t a l k 	   g i ven 	   a t 	  A r t 	   Ba se l , 	   J une 	  13 , 	   2007 : 	   2 . 	  
Quo ted 	   i n 	   L aBe l l e , 	  Acous t i c 	   T e r r i t o r i e s 	   ( 2010 ) 	   205 	  
15	   Be t t i na 	   Papenbu rg 	   and 	  Mar ta 	   Za r z y cka , 	   “ I n t roduc t i on” , 	  Ca rna l 	   ae s the t i c s : 	   T ran sg re s s i v e 	   Image ry 	  
and 	   Fem in i s t 	   Po l i t i c s , 	   ed s . 	   Be t t i na 	   Papenbu rg 	   and 	  Mar ta 	   Za zy cka , 	   102 -­‐117 	   ( London : 	   I . B . 	   T au ru s , 	  
2013 ) 	   10  
16	   J i l l 	   Benne t t 	   “A tmosphe r i c 	  A f f e c t s ” 	   i n 	  Ca rna l 	   ae s the t i c s : 	   T ran sg re s s i v e 	   Image ry 	   and 	   Fem in i s t 	  
Po l i t i c s , 	   ed s . 	   Be t t i na 	   Papenbu rg 	   and 	  Mar ta 	   Za zy cka , 	   102 -­‐117 	   ( London : 	   I . B . 	   T au ru s , 	   2013 ) 	   102 	  
17	  Pe te r 	   S l o te rd i j k , 	  Te r ro r 	   F rom 	  The 	  A i r 	  T ran s . 	  Amy 	  Pa t ton 	   and 	   S teve 	  Co r co ran 	   ( Cambr idge , 	  
Mas sa chuse t t s : 	   The 	  M IT 	  P re s s , 	   2009 ) ; 	   B runo 	   La tou r , 	   ‘ A i r ’ 	   i n 	   Ca ro l i ne 	  A . 	   J ones , 	   ( ed ) , 	  Sen so r i um : 	  
Embod i ed 	   E xpe r i en ce , 	   T e chno logy 	  and 	  Con tempora r y 	  A r t 	   ( The 	  M IT 	  P re s s : 	   Cambr idge , 	  Mas sachuse t t s , 	  
2006 ) 	   104 	   – 	   108 . 	  
18	  Mon i ka 	  Bakke , 	   ed . 	  Go ing 	  Ae r i a l : 	   A i r , 	   A r t 	   and 	  A r ch i t e c tu re 	   (Maas t r i ch t : 	   J an 	  Van 	   Ey ck 	  Academ ie , 	  
2006 ) , 	   118 . 	  One 	  o f 	   Bakke ’ s 	  more 	   a r re s t i ng 	   images 	   i s 	   t ha t 	   o f 	   t he 	   a i r po r t 	   a s 	   a 	   ve s se l 	   f o r 	   r e sp i r a t i on , 	   a 	  
j unc t i on 	  po in t 	   t ha t 	   r e ce i ve s 	   and 	  b roadca s t s 	   i n fo rmat ion . 	   The 	  human 	  body 	   i s 	   a s 	   a 	   ba s i c 	   e xamp le 	  o f 	  
t h i s 	   i n 	  wh i ch 	   the 	   t a c t i l i t y 	   o f 	   a i r 	   co r re l a te s 	   t o 	   t he 	   i n t imacy 	  o f 	   b rea th . 	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our  domain.  Th i rd ly ,  a i r  is  ‘p last ic ’  and is  la rge ly  mal leab le :  we can shape,  
modulate  and cond i t ion i t . 19 
 
In  order  to  examine these aspects  I  have deve loped a cons is tent  yet  mal leab le  
creat ive  s t ra tegy t i t led An In f in i ty  Room  (o r  AIR )  20 wh ich is  an ongo ing pro ject  
that  uses homogeneous sound to  h igh l ight ,  de l ineate  and def ine the ex is t ing 
and potent ia l  qua l i t ies  o f  d i f fe rent  spaces. 21  
 
Wi th in  th is  work I  estab l ish  temporary  ‘ in f in i te  rooms’  o f  sound wi th in  g iven 
spaces -  ga l le r ies ,  laneways,  foyers ,  n ightc lubs,  l i v ing rooms. These s i tuat ions 
operate  w i th in  ex is t ing arch i tecture as mater ia l  and conceptua l  f ie lds,  “hover ing 
as microspaces w i th in  an ex is t ing space” to  borrow a phrase f rom Brandon 
LaBel le .22 I  p lace match ing v in tage keyboard-based synthes izers  in  geometr ic  
re la t ionsh ip to  one another  accord ing to  the d imens ions o f  a  s i te :  rest ing 
aga inst  wa l ls ,  between w indowpanes or  beh ind sta i rcases.  I  use meta l  we ights  
or  rods to  induce drones that  in fuse the  space and charge the a i r .  
 
AIR  is  rea l ized through two outcomes:  insta l la t ions compr is ing scu lptura l  
in tervent ions23 and act ions undertaken in  t ime.  Th is  accords w i th  Steven 
Connor ’s  not ions o f  the ‘spat iopeta l ’  and the ‘spat io fuga l ’ ,  space de l ineated 
through conta inment  and space created through gesture .  The works can be 
broken down fur ther :  heterogeneous and homogeneous insta l la t ions ( those 
invo lv ing s im i la r  versus ident ica l  inst ruments ) ;  de legated and non-de legated 
per formances (group and so lo ) ;  works that  are  h idden and works that  are  over t .  
The degree o f  agency a lso var ies  between spectator  and per former.   
 
                                                       
19	   A i r 	   t i e s 	   i n 	  w i th 	  wha t 	  my 	   co l l abo ra to r 	   Luke 	   J aan i s t e 	   ha s 	   c a l l ed 	   amb ience . 	  He 	  de f i ne s 	   amb ience 	   a s 	  
“… t ha t 	  wh i ch 	   pe r vades 	   a 	   p l a ce 	   – 	   t ha t 	  wh i ch 	   i s 	   a l l -­‐ a round , 	   su r round ing 	  u s 	   i n 	   ou r 	   su r round ing s , 	  
comp le te l y 	   enve lop ing 	  u s . ” 	  He 	  d i f f e ren t i a te s 	   amb ience 	   f rom 	   sa l i en ce , 	   t ha t 	   i s 	   f r om 	  backg round 	   to 	  
f o reg round 	   a t t en t i on . 	   Th i s 	   e x tends 	  B r i an 	   Eno : 	   “ [ amb ien t 	  mus i c 	   i s ] 	  mus i c 	   t ha t 	   a l l ows 	   you 	   any 	  
l i s t en ing 	  po s i t i on 	   i n 	   r e l a t i on 	   to 	   i t 	  … 	  mus i c 	   t ha t 	   c an 	  be 	  backg round 	  o r 	   f o r eg round 	  o r 	   anywhe re ” 	  
(G ran t 	   1982 :30 	   i n 	   J aan i s t e 	   38 ) . 	   J a an i s t e : 	   “Amb ience , 	   t hen , 	   a s 	   t ha t 	  wh i ch 	  pe r vades 	   a 	   p l a ce , 	   ha s 	  
a lway s 	  been 	   i n 	   t he 	   a i r 	  … 	   [ i t ] 	   i s 	   a 	   s t ru c tu ra l 	   cond i t i on 	  o f 	   ou r 	   ve r y 	   e x i s t ence . ” 	   J aan i s t e , 	   36 . 	  
20	   The 	  name 	  An 	   I n f i n i t y 	   Room 	   re fe rence s 	  wo rk 	  by 	   two 	   a r t i s t s : 	   Y ayo i 	   Ku sama ’ s 	   I n f i n i t y 	   Rooms , 	  
chamber s 	   i n te rna l l y 	   l i ned 	  w i th 	  m i r ro r s 	   t o 	   c r ea te 	   t he 	   impre s s i on 	  o f 	   i n f i n i t e 	   space , 	   and 	  Doug 	  
Whee le r ’ s 	   I n f i n i t y 	   Room, 	   a 	  wh i t e , 	   appa ren t l y 	   empty 	   ga l l e r y 	   u s i ng 	   l i gh t . 	   Fu r the rmore , 	   t he 	  Ge rman 	  
word 	   f o r 	   r oom 	  – 	   r aum 	   -­‐ 	   c an 	   a l so 	   r e f e r 	   t o 	   space . 	  An 	   I n f i n i t y 	   Room 	  m igh t 	   t he re fo re 	  be 	  poe t i c a l l y 	  
t r an s l a ted 	   a s 	   End le s s 	   Space . 	  
21	   Th i s 	   e choes 	   compose r 	  A l v i n 	   Lu c i e r ’ s 	  mo t i va t i on 	   towa rd s 	   “ a r t i cu l a t i ng 	   space s ” 	   t h rough 	   sound 	   ( s ee 	  
Pe te r 	  B l amey , 	   “ S i ne 	  waves 	   and 	   s imp le 	   a cous t i c 	   phenomena 	   i n 	   e xpe r imen ta l 	  mus i c 	   – 	  w i th 	   spec i a l 	  
r e f e rence 	   to 	   t he 	  wo rk 	  o f 	   L a 	  Mon te 	   Young 	   and 	  A l v i n 	   Lu c i e r ” 	   [ PhD 	  d i s s . ,Un i ve r s i t y 	   o f 	  Wes te rn 	   S ydney , 	  
2008 ] . 	   191 ) 	  
22	   B r andon 	   LaBe l l e , 	  Backg round 	  No i s e 	   (New 	  Yo rk : 	   Con t i nuum, 	   2006 ) 	   170 	  
23	   C l a i r e 	  B i shop 	   i den t i f i e s 	   t he 	   “ f i ne 	   l i ne 	  be tween 	   an 	   i n s t a l l a t i on 	  o f 	   a r t 	   and 	   i n s t a l l a t i on 	   a r t ” 	   (my 	  
i t a l i c s ) 	   – 	   C l a i r e 	  B i shop , 	   I n s ta l l a t i on 	  A r t : 	   A 	   C r i t i c a l 	  H i s t o r y 	   ( L ondon : 	   Ta te 	   Pub l i s h i ng , 	   2005 , 	   r ep . 	  
2012 ) 	   6 . 	  My 	  work 	   f ea tu re s 	   ob j e c t s 	   i n s t a l l ed 	  w i th i n 	   d i f f e ren t 	   space s 	   and 	  ha s 	   been 	   r e fe r red 	   to 	   a s 	  
s cu lp tu re 	  howeve r 	   I 	   a r gue 	   tha t 	   t he 	   sound 	   i s 	   t he 	   immer s i ve 	   e l emen t . 	   Th i s 	   sh i f t 	   o f 	   f o cu s 	   f r om 	  
sound ing 	  ob j e c t 	   t o 	   t he 	   sound 	   sp i l l 	   i n to 	   t he 	   i n te r l eav ing 	   a i r 	   i s 	   a t 	   t he 	   c ru x 	  o f 	  my 	   a r gument . 	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F ig  3 .  Ju l i an  Day ,  Requ iem ,  2013   
 
AIR  is  s i te- respons ive and ad justs  to  the layout  and soc ia l i ty  o f  each s i te .  The 
d imens ions d i f fe r  as we l l  as  the f lavour ,  vary ing between la rge warm ga l le ry ,  
harsh laneway,  serene l iv ing room or  raucous causeway.  However ,  cer ta in  
parameters  remain f ixed:  drones,  inst ruments o f  the same c lass,  synthes izers ,  
s ine tones.24 Th is  a l lows for  a  cons is tent  ‘mean’  to  contrast  d i f fe rent  spaces and 
s i tuat ions.  
 
The character  o f  the works,  however ,  has evo lved through the course o f  my 
Masters .  The i r  d isp lay  has sh i f ted f rom be ing more ‘musea l ’ ,  heterogeneous and 
over t  towards be ing more space-respons ive,  homogeneous and h idden.  Ear l ie r  
works such as Ceremony  (2009-10)  feature a  d iverse co l lect ion o f  v in tage 
synthes izers  rest ing on spot  l i t  p l in ths and emanat ing s t rong chords.  Later  
works l ike  Requiem  (2012-13)  respond more f ine ly  to  the space;  keyboards are  
matched,  pos i t ioned d iscreet ly  under  natura l  l ight ing and of ten p lay  at  or  be low 
the ambient  no ise vo lume.  In  ear l ie r  works the keys are  depressed us ing heavy 
bo l ts ;  in  la ter  works the inst ruments are  forced apart  by meta l  rods that  appear  
                                                       
24 S ine 	   tones 	   a re 	  o f t en 	   i n te rp re ted 	   a s 	   neu t r a l 	   and 	   l a c k i ng 	   i n 	   a f f e c t . 	   B l e s se r 	   and 	   Sa l t e r 	   d i sm i s s 	   “pu re 	  
tones ” 	   a s 	   an 	   e xamp le 	  o f 	   “ aud i to r y 	   s t imu lu s 	   t ha t 	   ha s 	   no 	  mean ing 	  o r 	   a f f e c t ” , 	   be s t 	   con f i ned 	   to 	   a 	  
l abo ra to r y 	   con tex t : 	   “ E xposed 	   to 	   ‘mus i c ’ 	   g ene ra ted 	  by 	   a 	   compu te r 	   f r om 	  a 	   conca tena t i on 	  o f 	   t one 	  
o s c i l l a to r s 	   i n 	   an 	   empty 	   space , 	   you 	  may 	   f i nd 	   t he 	   r e su l t i n g 	   sound 	   ( ‘mus i c ’ 	   and 	   ‘ space ’ ) 	   s t e r i l e 	   and 	  
bo r i ng ” 	   (B l e s se r 	   and 	   Sa l t e r , 	   14 ) . 	   I 	   a r gue 	   tha t 	   t he se 	  qua l i t i e s 	   a re 	   u se fu l 	  when 	   app l i ed 	   to 	   a r t i s t i c 	  
s i t ua t i on s 	   t ha t 	   f unc t i on 	   a s 	   t e s t 	   s t a te s , 	   s u ch 	   a s 	  my 	   ‘ i n f i n i t e 	   r ooms ’ . 	   Empty ing 	   t he 	   s i t ua t i on 	  o f 	  
obv iou s 	   emot iona l 	   t r i g ge r s 	   he i gh ten s 	   t he 	   embod ied 	   e xpe r i ence 	  o f 	   t he 	   spec ta to r . 	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to  spear  the inst ruments.  Th is  in t roduces the add i t iona l  e lement  o f  ‘p inn ing’  or  
‘propp ing’ . 25  
 
I  w i l l  c la r i fy  cer ta in  aspects  o f  the pro ject ,  such as the use o f  drones,  la ter  in  
th is  s tudy.  However ,  I  w i l l  b r ie f ly  address my reasons for  us ing synthes izers .  
The use o f  found ob jects  wou ld appear  to  a l ign my pract ice w i th in  the 
readymade t rad i t ion o f  Duchamp and others .  However ,  ra ther  than recod i fy  
common ob jects  I  w ish to  ce lebrate  the i r  ‘ in tegr i ty ’ .  26 Th is  a l igns my work less 
w i th  Duchamp (who is  nonethe less invoked)  and more w i th  Jef f  Koons:  
 
When I ’m work ing w i th  an ob ject .  … I  t ry  to  revea l  a  cer ta in  aspect  o f  the 
ob ject ’s  persona l i ty  … I ’m p lac ing the ob ject  in  a  context  or  mater ia l  that  
w i l l  enhance a spec i f ic  persona l i ty  t ra i t  w i th in  the ob ject .  The sou l  o f  the 
ob ject  must  be mainta ined.27 
 
What  character izes the ‘sou l ’  o f  a  synthes izer? For  a  s tar t ,  they can produce 
long-he ld  tones.  They can a lso sound perpetua l ly  w i th  min ima l  in tervent ion.  Th is  
suggests  a  type o f  sent ience:  for  me there is  poetry  in  autonomous mute 
ob jects  be ing a l lowed to  speak through inorgan ic  means.28 I  use keyboards for  
severa l  fu r ther  reasons.  F i rs t ly ,  they are  portab le  and can be used n imbly  in  new 
spaces.  Secondly ,  they are  mass-produced and thus re la t ive ly  easy to  procure 
and rep lace.  Th i rd ly ,  they are  consumer dev ices w i th  s imple  in ter faces and 
rest r ic ted parameters ,  wh ich demands resourcefu lness.  Fourth ly ,  synthes izers  
f rom the 1970s and 1980s can create very  s imple  per iod ic  waveforms,  or  s ine 
tones.  I  sha l l  deta i l  th is  parameter  la ter  in  th is  paper .  
 
 
O v e r v i e w  
 
Th is  paper  compr ises three key chapters ,  each center ing on a d i f fe rent  type o f  
movement -  sound,  spectator  and per former –  and each dr iven by a  par t icu la r  
tens ion.  These tens ions are  enab led by par t icu lar  aspects  o f  a i r  –  i ts  
pervas iveness,  poros i ty  and p last ic i ty .   
 
                                                       
25	   Th i s 	   a spec t 	   r e f l e c t s 	   s t r a teg i e s 	   o f 	  m in ima l i s t 	   a r t i s t s 	   su ch 	   a s 	  R i cha rd 	   Se r r a . 	  
26	   Fo cu s i ng 	  on 	   e x i s t i n g 	   i n s t rumen t s 	   a l so 	   con t r a s t s 	  w i th 	   t he 	   ‘ do -­‐ i t -­‐ you r se l f ’ 	  movement 	   i n 	   no i s e 	   and 	  
e xpe r imen ta l 	  mus i c s 	   e xemp l i f i ed 	  by 	   a r t i s t s 	  who 	  e i t he r 	   bu i l d 	   t he i r 	   own 	   i n s t rumen t s 	   o r 	   ha ck 	   and 	  
e x tend 	  e x i s t i n g 	   i n s t rumen t s . 	  My 	  ea r l i e r 	   t r a i n i ng 	   a s 	   a 	   compose r 	   ha s 	   l ed 	  me 	   to 	   ‘ cho reog raph ’ 	   spa t i a l 	  
and 	   so c i a l 	   s i t ua t i on s 	   f r om 	   the 	  bu i l d i ng 	  b l o ck s 	   a round 	  me . 	   	  
27	   J e f f 	   Koons 	   i n te r v i ewed 	  by 	  K l au s 	  O t tman , 	   quo ted 	   i n 	  M i chae l 	  A r che r , 	   J e f f 	   Koons : 	  One 	  Ba l l 	   To ta l 	  
Equ i l i b r i um 	  Tank 	   ( L ondon : 	  A f t e ra l l , 	   2011 ) 	   88 	  
28	  One 	   cou ld 	   a l so 	   a r gue 	   f o r 	   t he i r 	   h i s to r i c 	   s i gn i f i c a t i on , 	   a s 	   1970s 	   and 	  1980s 	   s yn the s i z e r s 	   a re 	  
con sp i cuous l y 	   ‘ r e t ro ’ . 	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Chapter  one exp lores the tens ion between spread ing and conta in ing proposed 
by Steven Connor  in  “Bu i ld ing breath ing space”,  wh ich is  app l ied to  the 
movement o f  sound wi th in  enc losed spaces.  Chapter  two examines the 
act ivat ing and decentr ing o f  the spectator  out l ined by C la i re  B ishop in  
Ins ta l la t ion Ar t ,  wh ich is  app l ied to  sound works that  compel  the spectator  to  
move.  Chapter  three acknowledges the d is t inct ion between ambient  s tas is  and 
atmospher ic  momentum d iscussed by J i l l  Bennet t  in  “Atmospher ic  Af fects” ,  
wh ich is  app l ied to  the movement  o f  per formers undertak ing repet i t ive  tasks 
across t ime.  Overa l l  these perspect ives compr ise an overa l l  tens ion,  that  
between stab i l i ty  and instab i l i ty  –  the ‘ turbu lent  geometry ’  o f  the t i t le .   
 
The ar tworks that  have emerged s i t  a t  a  junct ion between severa l  d isc ip l ines:  
insta l la t ion,  scu lpture ,  per formance and sound ar t . 29 A l though I  draw on theor ies  
and arguments f rom severa l  o ther  f ie lds –  inc lud ing arch i tecture ,  acoust ics  and 
atmospher ics  –  my expert ise  is  as a  creat ive  ar t is t  and I  do not  dwel l  on these 
other  d isc ip l ines.  Rather ,  these re ferences are  in tended to  enr ich 
understand ings o f  my pract ice and of fe r  usefu l  theoret ica l  and h is tor ica l  
perspect ives.  
 
My pr imary  research a lso invo lves ana lys ing works by other  ar t is ts ,  a l l  o f  wh ich I  
have exper ienced f i rs t-hand.  Th is  a l lows me to speak f rom two perspect ives,  
commentator  and spectator .  I  be l ieve that  th is  type o f  ‘embodied research’  is  
important  when d iscuss ing immers ive  ar twork.30     
      
                                                       
29	  A t 	   l e a s t 	   two 	  o the r 	   f i e l d s 	   cou ld 	  po r t 	  w i th 	   t h i s 	   r e sea r ch , 	   env i ronmenta l 	   po l i t i c s 	   and 	   r e l a t i ona l 	  
ae s the t i c s . 	  
30	   I n 	   he r 	   book 	   I n s ta l l a t i on 	  A r t 	  C la i r e 	  B i shop 	   a cknow ledges 	   t he 	   impor tance 	  o f 	   su ch 	   immed ia te 	  
e xpe r i ence 	   a s 	   “… 	  work s 	   o f 	   i n s t a l l a t i on 	   a r t 	   a r e 	   d i r e c ted 	   a t 	   and 	  demand 	   the 	  p re sence 	  o f 	   t he 	   v i ewer ” 	  
( B i shop , 	   I n s ta l l a t i on 	  A r t : 	   A 	   C r i t i c a l 	  H i s t o r y , 	   11 ) . 	   Th i s 	   s eems 	  e spec i a l l y 	   impo r tan t 	  when 	   app l i ed 	   to 	  
sound 	  wh i ch 	   i s 	   no tab l y 	   vu lne rab l e 	   t o 	  m i s i n te rp re ta t i on 	   i n 	   t he 	   ga l l e r y 	   con tex t . 	   Fo r 	  more 	  on 	   th i s 	   s ee 	  
Ca l eb 	  Ke l l y ’ s 	   pape r 	   ”Can 	   someone 	  p l ea se 	   t u rn 	   t he 	  wo rk 	  up?” 	  Ar t 	  Mon th l y 	   no . 	   225 	   (November 	   2009 ) : 	  
7 -­‐ 10 . 	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C H A P T E R  O N E  
S O U N D I N G  A I R :  D E F I N I N G  A N D  C O N T A I N I N G  T E R R I T O R Y   
 
 
Sound … per forms wi th  and through space:  i t  nav igates geograph ica l ly ,  
reverberates acoust ica l ly ,   and st ructures soc ia l ly ,  fo r  sound ampl i f ies  
and s i lences,  contor ts ,  d is tor ts ,  and pushes aga inst   a rch i tecture :  i t  
escapes rooms,  v ibrates wa l ls ,  d is rupts  conversat ions;  i t  expands and 
contracts   space by accumulat ing reverberat ion,  re locat ing space 
beyond i tse l f ,  car ry ing i t  in  i ts  wave,  and inhab i t ing a lways more than one 
p lace;  i t  m isp laces and d isp laces;  l i ke  a  car  speaker  b last ing too much 
mus ic ,  sound over f lows borders .  I t  is  bound less on the one hand,  and 
s i te-spec i f ic  on the  other .  
     Brandon LaBe l le ,  Background Noise 31 
 
Brandon LaBe l le ’s  descr ip t ion o f  sound’s  apparent  agency is  the per fect  
in t roduct ion to  th is  chapter  wh ich addresses the movement  o f  sound.  F i rs t ly  I  
acknowledges that  sound inherent ly  invo lves movement;  i t  is  a  k inet ic  
phenomenon.  Second ly  I  examine where sound goes,  i ts  te r r i to ry .  F ina l ly  I  
address sound meet ing oppos ing ter r i to ry :  borders  and arch i tectura l  per imeters  
w i th in  enc losed spaces,  centr ing on the tens ion between spread ing and 
conta in ing proposed by Steven Connor .  
 
 
C o n s t a n t  m o t i o n  
 
In  the in t roduct ion to  h is  book Background Noise  Brandon LaBe l le  emphas izes 
the “dynamic re la t ionsh ip”  between sound and space.  He makes three 
in terconnected po ints :  that  “sound is  never  a  pr ivate  a f fa i r ” ,  that  “sound occurs  
among bod ies”  and that  “sound is  a lways in  more than one p lace.” 32 By these 
po ints  he acknowledges that  sound a lways invo lves movement o f  some k ind,  
whether  between peop le  or  po in ts  in  space.  
 
Movement occurs at  each po int  o f  sound’s  propagat ion.  F i rs t  the sound ing 
ob ject  v ibrates,  then the surround ing medium (usua l ly  a i r )  compresses and 
expands in  the form of  sound waves33 and f ina l ly  a  ser ies  o f  movements occur  in  
the aud i tory  system as the l is tener  processes the sound.  Add i t iona l ly ,  the 
sound ing and l is ten ing bod ies –  the ob ject/ inst rument ,  per former or  
                                                       
31	   B r andon 	   LaBe l l e , 	  Backg round 	  No i s e 	   x i 	  
32	   L aBe l l e , 	  Backg round 	  No i s e , 	   x 	  
33	   Sound 	   t r a ve l s 	   d i f f e ren t l y 	   t h rough 	   so l i d s 	   t han 	   ga se s . 	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‘spectator ’ / l is tener  -  may a lso move of  the i r  own accord,  add ing fur ther  k inet ic  
complex i ty .  
 
 
F ig  4 .  La  Mon te  Young  and  Mar i an  Zazee la ,  Dream House ,  1993  -  
 
Wi th in  h is  in t roduct ion LaBe l le  uses verbs to  descr ibe sound,  denot ing i ts  
inherent  act iv i ty .  Sound “moves” ,  “operates” ,  “escapes” ,  “expands” and 
“v ibrates” ;  in  turn  we “hear”  and “ l is ten”  to  i t .  Sound is  a  form of  energy and as 
such is  never  s t i l l .  I t  moves not  on ly  when be ing ‘moved’  ( fo r  instance,  when 
per formers change notes on inst ruments or  move whi le  p lay ing )  but  is  a lways 
mov ing,  a lways in  the process o f  convey ing i tse l f  as  energy through space.   
 
Movement is  thus impl ic i t  even when sound appears s t i l l .  A  drone (a  long-he ld  
s teady tone)  is  on ly  apparent ly  s ta t ic ;  constant  energy is  requ i red to  mainta in  a  
constant  output .  La Monte Young and Mar ian Zazee la ’s  Dream House  is  a  New 
York lo f t  space f i l led w i th  loud drones emanat ing f rom four  f ixed loudspeakers .  
Whi ls t  th is  chord stays constant  the work is  not  devo id  o f  movement but  is  in  
fact  def ined by movement .  The energy w i th in  the room constant ly  renews i tse l f  
as  sound prope ls  through the space and spectators  move about  to  observe the 
way the sound appears  to  change w i th  the i r  bod ies.   
 
S im i la r ly ,  works invo lv ing mul t ip le  sound ing ob jects  are  spat ia l  not  on ly  because 
the sound sources are  pos i t ioned so (e .g .  the speakers  in  Dream House )  but  
because sound is  by def in i t ion spat ia l :  i t  moves between sub jects ,  enc i rc l ing 
them and journey ing o f  i ts  own accord.  In  Resonances:  Aspects of  Sound Art  
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Bernd Schu lz  says “… the ear  puts  us at  the centre  o f  a  dynamic and energy-
f i l led rea lm.”34 Such a rea lm needn’ t  be the obv ious thrum of  a  room fu l l  o f  
drones.  Most  spaces are  sound ing spaces and can be exper ienced through the i r  
aura l i ty .  Sound operates in  three d imens ions and a l igns natura l ly  w i th  
arch i tecture  and insta l la t ion.  
 
I f  we accept  that  sound is  a  form of  movement  then we can v iew sound ar t  as  
inherent ly  k inet ic .  A scu lpture  conta ins movement  i f  i t  a lso conta ins sound.  My 
work Requiem ,  fo r  instance,  invo lves and demands movement even though i t  
appears to  be st i l l .  In  one o f  severa l  i te rat ions I  prop two synthes izers  w i th in  a  
cupboard and a l low the sound to  permeate the bu i ld ing.  The spectator  is  
compel led to  in teract  w i th  the work,  par t ly  because the keyboards are  at  a  
spat ia l  remove but  a lso because the sound t rave ls  f ree ly  through the ent i re  
space.  Nonethe less,  Requiem  has no obv ious mov ing par ts  and appears r ig id .  
 
 
F ig  5 .  Ju l i an  Day ,  Requ iem ,  2012  
 
Sound ing ob jects  have a  complex re la t ionsh ip  to  space because even when 
immobi le  they can asser t  the i r  presence f rom afar .  In  Acoust ic  Terr i to r ies  
Brandon LaBe l le  quer ies  “Where do sounds come f rom and where do they go?”35 
Such a quest ion d i f fe rent ia tes the  source o f  a  sound – the human vo ice,  a  
t rumpet ,  a  synthes izer  –  f rom i ts  subsequent  journey.  By focus ing on the 
                                                       
34	   Be rnd 	   S chu l z , 	  Resonance s : 	  A spec t s 	   o f 	   Sound 	  A r t 	   (He ide lbe rg , 	  Ge rmany : 	   Keh re r 	  Ve r l a g , 	   2002 ) 	  
L aBe l l e 	   e choes 	   t h i s 	   b y 	   dec l a r i ng 	   t ha t 	   sound 	   “ l o ca te s 	   u s 	  w i th i n 	   an 	   e x t reme l y 	   an ima te 	   and 	  ene rge t i c 	  
env i ronment…” 	   ( L aBe l l e , 	  Acous t i c 	   T e r r i t o r i e s , 	   x v i i ) 	  
35	   L aBe l l e , 	  Acous t i c 	   t e r r i t o r i e s , 	   x v i 	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t ransport ing medium we can par t i t ion the sound ing ob jects  f rom the i r  a f fect .  A l l  
o f  my ar tworks in  th is  paper  consc ious ly  p lay  w i th  th is  re la t ionsh ip between 
sound source and in ter leav ing space.  
 
 
P o s i t i v e  a n d  n e g a t i v e  s p a c e  
 
Objects  coex is t  w i th  space and thus the per imeters  and propert ies  o f  an ar twork 
can be eas i ly  m isunderstood,  as ident i f ied by Oscar  Lopez:  
 
S ince the space o f  insta l la t ion represents  an empty space,  i t  can be a l l  
too eas i ly  over looked.  As any other  space,  the space o f  insta l la t ion may 
there fore  be f i l led w i th  d iverse ob jects ;  i t  can be entered and of fe rs  the 
poss ib i l i ty  to  move around f ree ly  w i th in  i t .  In  th is  sense,  the space o f  
insta l la t ion wou ld appear  as be ing “ immater ia l ” ,  indeed,  non-ex is tent  and 
thus incapab le  o f  assuming the ro le  o f  a  medium of  ar t .  I t  is  for  th is  
reason that  our  a t tent ion is  a lmost  invo luntar i ly  drawn away f rom the 
empty space i tse l f  and rather  towards the ob jects  w i th in  i t .  As a  
consequence,  the insta l la t ion is  m isunderstood as a  spec i f ic  ar rangement 
o f  ob jects  w i th in  space –  and not  as the space i tse l f . 36 
 
Sound so lves th is  ambigu i ty  in  that  sound rea l ly  does ex is t  in  space as mater ia l  
energy.  Labe l le  emphas izes that  sound “… ex is ts  not  on ly  w i th in  but  between 
and around ob jects .”37 In  other  words,  sound ar t icu la tes the a i r  between the 
sound sources and denotes i t  a  recogn izab le  and pa lpab le  space.  Us ing 
t rad i t iona l  v isua l  a r t  par lance,  sound can be seen to  act ivate  the negat ive  space 
between ob jects  by pos i t ive ly  connect ing them. As sound compr ises energy,  the 
negat ive  space of  a i r  can be as a l ive  and pos i t ive  as the ob jects  that  inhab i t  i t ,  
in  some cases more so.  When I  per form in  a  n ightc lub my body, my keyboards 
and my l is teners  (a l l  bare ly  act ive )  a re  the l i te ra l  ob jects  o f  the work.  However  
the most  sa l ient  feature  is  the dense swir l  o f  v ibrat ions f lood ing the ava i lab le  
a i r .  The negat ive  space,  t r iggered and rece ived here by the human body,  is  the 
most  pa lpab le  aspect .  
 
Th is  understand ing has been a s ign i f icant  p ivot  in  my ar twork.  My emphas is  has 
sh i f ted f rom co l lect ing readymades and p lac ing them in  space to  modulat ing the 
in termediary  space between them. My works there fore  act ivate  both the ob jects  
                                                       
36	  O s ca r 	   Lopez 	   and 	  Be rnha rd 	   Le i t ne r , 	  Sound 	   Space s . 	  URL : 	  
h t tp : / /www.a r chda i l y . com/168979/be rnha rd -­‐ l e i t ne r -­‐ sound -­‐ space s / 	   ( 01 	  Oc tobe r 	   2013 ) : 	   np 	  
37	   B r andon 	   LaBe l l e , 	   “ Sho r t 	   C i r cu i t : 	   Sound 	  A r t 	   and 	   the 	  Museum,” 	   J ou rna l 	   BOL , 	   no . 	   6 ; 	   I n sa 	  A r t 	   Space , 	  
Ko rea 	   ( 2007 ) : 	  URL : 	   h t tp : / /www.web .mdx . a c .uk / son i c / re sea r ch /b randon .h tm l 	   ( a c ce s sed 	  on 	  25 	  
J anua ry 	   2013 ) : 	   np 	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and the space between the ob jects ,  phys ica l ly  impl icat ing the spectator  as they 
in teract  w i th  the work.  Th is  can be seen in  an i te ra t ion o f  Ceremony  in  wh ich I  
pos i t ion keyboards about  the per imeter  o f  a  ga l le ry .  Th is  act iv i ty  is  less about  
musea l  d isp lay  and more about  max imiz ing the ava i lab le  f loor  space a f forded to  
the spectator  as they ambulate  through the room. In  such works,  the ob jects  
and the a i r  they act ivate  are  both foregrounded. 38 
 
In  her  essay “Atmospher ic  E f fects” ,  J i l l  Bennet t  descr ibes the a i r  as  a  “vaporous 
surround – l ike  a  background no ise” .  Th is  no ise surrounds us at  a l l  t imes;  as 
Miche l  Serres suggests  “ I t  penetrates our  bod ies,  ears ,  mouths,  noses,  throat  
and lungs,  enve lopes our  sk in ;  i t  is  the medium for  every  s igna l  that  reaches the 
senses.”  Bennet t  inv i tes  us to  see a i r  as  a  pervas ive no ise f ie ld ,  an a l l -
sur round ing base l ine matr ix  for  inhab i t ing space.39 
 
As energy mov ing through space,  sound is  a lways push ing aga inst  someth ing -  
the sound source,  a i r ,  o ther  peop le  or  hard sur faces.  Sound is  thus a  form of  
tens ion and is  a lways in  tens ion.  I f  we th ink o f  no ise as an ag i ta t ion or  
d is juncture  between th ings then we cou ld say that  no ise is  a  form of  
d issonance.40 In  turn  we might  a lso say that  sound i tse l f  is  d issonant .  I t  causes 
conf l ic t .  As i t  ex is ts  w i th in  the “background no ise”  o f  a i r  i t  can a lso be seen as 
be ing a  par t  o f  no ise.  LaBe l le  agrees,  that  sound “ incorporates the dynamics o f  
in ter fe rence,  no ise,  t ransgress ion.”41  
 
I f  we concur  w i th  Pau l  Hegarty  that  no ise is  that  wh ich is  unwanted then no ise 
can,  paradox ica l ly ,  inc lude consonance.  In  my s i te-spec i f ic  works,  a  susta ined 
common chord can be as t ransgress ive as a  harsh burst  o f  d is tor t ion.  
D is turbance and turbu lence are  a lmost  guaranteed,  regard less o f  the nature o f  
the sound.  Even s im i la r  or  ident ica l  sounds can cause rupture  in  tandem. As 
R ichard G lover  po ints  out ,  the c loser  in  p i tch two ident ica l  sources are  –  the 
more s im i la r  they are  –  the more d issonant  the resu l t . 42 
 
                                                       
38	   The 	  d i s t i n c t i on 	  he re 	  be tween 	  pos i t i v e 	   and 	  nega t i ve 	   space 	   cou ld 	   a l so 	  be 	   e xp re s sed 	   a s 	   f o reg round 	  
and 	  backg round , 	   ob j e c t 	   and 	   a f f e c t 	   o r 	   i n 	   t he 	  wo rd s 	  o f 	  my 	   co l l abo ra to r 	   Luke 	   J aan i s t e , 	   s a l i en ce 	   and 	  
amb ience . 	   ( Luke 	   J aan i s t e 	   “ The 	  Amb ience 	  o f 	  Amb ience . ” 	  M/C 	   Jou rna l , 	   vo l . 	   13 	  no . 	   2 	   [ 2010 ] ) 	  
39	  He re 	  we 	   cou ld 	   adap t 	  M i che l 	   de 	  Ce r teau ’ s 	   ph ra se 	   ‘ The 	  P ra c t i c e 	   o f 	   E ve r yday 	   L i f e ’ 	   a s 	   ‘ The 	  No i se 	  o f 	  
E ve r yday 	   L i f e ’ 	   t o 	   de s c r i be 	   a i r 	   a s 	   a 	   sub s tance 	  upon 	  wh i ch 	  we 	   a l l 	   r e l y , 	   y e t 	  wh i ch 	   r ema in s 	   i n 	   t he 	  
backg round . 	   (M i che l 	   de 	  Ce r teau , 	  The 	  P ra c t i c e 	   o f 	   E ve r yday 	   L i f e . 	   [ Be r ke l e y : 	  Un i ve r s i t y 	   o f 	   Ca l i f o rn i a 	  
P re s s , 	   1988 ] ) 	  
40	   P au l 	  Hega r t y 	   d i s ag ree s 	  w i th 	   t h i s . 	  He 	   s ay s 	   t ha t 	   no i se 	   i s 	   no t 	   t he 	   s ame 	  a s 	   d i s sonance , 	   d r aw ing 	  on 	  
M i chae l 	  Nyman ’ s 	   f amous 	  d i s t i n c t i on 	  be tween 	   the 	   a van t -­‐ ga rde 	   ( a s 	   com ing 	   f rom 	   the 	   c l a s s i c a l 	  
t r ad i t i on ) 	   and 	   the 	   e xpe r imen ta l 	   ( Pau l 	  Hega r t y , 	  No i se /mus i c : 	   a 	   h i s t o r y , 	   L ondon : 	   Con t i nuum, 	   2007 . 	  
11 ) . 	   I 	   de f i ne 	  no i se 	  more 	  b road l y 	   and 	   th i nk 	   i t 	   i s 	   po s s i b l e 	   t o 	   con s i de r 	   d i s sonance 	   to 	  be 	   a 	   f o rm 	  o f 	  
no i se 	   i f 	  we 	   th i nk 	  o f 	   no i se 	   i n 	   t e rms 	  o f 	   d i s rup t i on 	   and 	   con f l i c t . 	   	  
41	   L aBe l l e , 	  Acous t i c 	   T e r r i t o r i e s , 	   x v i -­‐ x v i i 	  42	  R i cha rd 	  G love r , 	   “ Ph i l l 	  N i b l o ck : 	   I den t i t y 	   t h rough 	   I n s t ab i l i t y ” 	   i n 	   ed s . 	   Ph i l l 	  N ib l o ck 	   and 	   Y van 	   E t i enne 	  
Ph i l l 	  N i b l o ck : 	  Work i ng 	   T i t l e 	   (D i j on , 	   F r ance : 	   L e s 	   p re s se s 	   du 	   r ée l , 	   2013 ) . 	   np 	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C l a i m i n g  t e r r i t o r y  
 
As I  type th is  I  l i s ten to  Ph i l l  N ib lock’s  a lbum Four  Fu l l  F lu tes  on wh ich four  
f lu tes sound a c luster  o f  susta ined tones.  In  add i t ion to  the beat ing tones I  
expect  in  N ib lock’s  mus ic  I  hear  a  d issonance that  threads between the notes 
l ike  a  t race o f  s i lver  among lead.  A f ter  a  wh i le  I  rea l ize  that  th is  is  not  par t  o f  
the p iece but  the re turn ing power saw in  my ne ighbour ’s  garden. 
 
In  a  porous env i ronment  sound is  very  d i f f icu l t  to  conta in .  Brandon LaBe l le  
descr ibes sound as “an i t inerant  movement”  43 that  “necessar i ly  exceeds i tse l f ,  
wash ing over  spat ia l  borders .” 44 Sound is  notor ious ly  promiscuous in  i ts  spread.  
I t  typ ica l ly  inhab i ts  a l l  ava i lab le  a i r  unt i l  i ts  energy d iss ipates,  mediated by 
re f lect ive  sur faces and such atmospher ic  cond i t ions as temperature.   
 
The potent ia l ly  tense re la t ionsh ip between sound and the bu i l t  env i ronment  
leads to  issues around ter r i to ry .  Sound is  imperv iousness to  human borders  and 
i ts  propagat ion can be a  b ind or  a  boon.  Soc ia l ly  constructed borders  can ex is t  
fo r  var ious purposes –  “ fami l ia l ,  soc ia l ,  economic,  or  po l i t ica l ” 45 –  and are  o f ten 
des igned to  inc lude or  exc lude sound.46 However ,  expand ing sound pushes 
aga inst  these and in  many cases exceeds them. I t  supersedes or  contaminates 
ex is t ing boundar ies  in  search o f  a  shared soc ia l  space.  Desp i te  e f for ts  a t  
contro l l ing a i rspace,  sound eas i ly  defeats  such e f for ts .  
 
Sound’s  promiscu i ty  is  notor ious ly  prob lemat ic  in  t rad i t iona l  a r t  spaces.  Sound 
natura l ly  over laps w i th  other  works un less spec i f ic  measures (headphones,  bu i l t  
rooms,  wa l l  insu la t ion )  are  taken.  As Ca leb Ke l ly  po in ts  out ,  “ the ga l le ry  has 
been c leared o f  a l l  unnecessary  e lements and pa inted c l in ica l ly  wh i te ,  but  sound 
is  not  so eas i ly  c leared away. I t  is  invas ive;  i t  in t rudes where i t  is  not  wanted 
and escapes i ts  conf ines,  rowdi ly  en joy ing i ts  f reedom to s l ip  around corners  
and exp lore  corr idors  and spaces.” 47 Pau l  Hegarty  concurs :  “Sound in  the 
ga l le ry  is  no ise –  not  on ly  inappropr ia te  unt i l  recent  t imes,  but  i t  spreads 
beyond i ts  locat ion,  or  demands more o f  a  sense o f  locat ion than a pa int ing,  
say,  requ i res.”48 
 
                                                       
43	   L aBe l l e , 	  Acous t i c 	   t e r r i t o r i e s 	   x v i 	  
44	   L aBe l l e , 	   “ Sho r t 	   C i r cu i t : 	   Sound 	  A r t 	   and 	   the 	  Museum,” 	   np 	  
45	   A l e xande r 	  C . 	  D i ene r 	   and 	   Jo shua 	  Hagen . 	  Bo rde r s : 	  A 	  Ve r y 	   Sho r t 	   I n t roduc t i on 	   (New 	  Yo rk : 	  Ox fo rd 	  
Un i ve r s i t y 	   P re s s , 	   2012 ) . 	   2 	  
46	   Th i s 	   r anges 	   be tween 	   i n su l a t i ng 	  measu re s 	   su ch 	   a s 	  wa l l s 	   and 	  w indows 	   a s 	  we l l 	   a s 	   spec i f i c 	   au ra l 	  
s pace s 	   su ch 	   a s 	   conce r t 	   ha l l s , 	   r e co rd ing 	   s tud io s 	   and 	   thea t re s . 	  
47	   Ca l eb 	  Ke l l y , 	   ”Can 	   Someone 	  P l ea se 	   Tu rn 	   t he 	  Work 	  Up?” : 	   8 	  
48	  Hega r t y , 	  No i se /Mus i c : 	  A 	  H i s t o r y , 	   170 	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When I  c reate  sound works in  ga l le r ies  or  pub l ic  spaces I  usua l ly  meet  degrees 
o f  res is tance f rom those who manage the s i te .  Th is  doesn’ t  necessar i ly  corre la te  
to  the ‘no is iness’  o f  my sound.  Ceremony featured a co l lect ion o f  synthes izers  
emit t ing a  s imple  tona l  chord for  three weeks w i th in  a  ga l le ry  by a  busy s t reet .  
Wi th in  a  day the o f f ice  workers  upsta i rs  demanded the work be turned down, 
we l l  be low the vo lume of  t ra f f ic  no ise.  Desp i te  the conf l ic t ,  th is  was a 
conceptua l  coup:  wh i te  no ise usurped the foundat ion o f  c lass ica l  mus ic  
d iscourse,  the common consonant  chord.  
 
 
F i g  6 .  J u l i a n  D a y ,  R e q u i e m ,  2 0 1 2  
 
 
S p r e a d i n g  t h r o u g h  a i r  
 
You step ins ide an o ld  ter race house.  You hear  susta ined tones dr i f t ing f rom 
somewhere upsta i rs  and ascend the narrow sta i rcase.  The sounds in tens i fy  as 
you near  the la rge f ront  room, empty except  for  an assemblage o f  ob jects  a t  the 
far  end.  C lose to  the f loor  are  two ident ica l  keyboards p inned between para l le l  
wa l ls  by long meta l  rods. 49 The brown p last ic  keyboards b lend in to  the sk i r t ing 
board but  the g leaming meta l  po les s tand out .  They force open cer ta in  notes,  
creat ing the drone f ie ld  you heard f rom be low.  
 
                                                       
49	   Th i s 	   p r a c t i c e 	   o f 	   pa i r i n g 	   r e semb le s 	   t he 	  work 	  o f 	  many 	   a r t i s t s 	   i n c l ud ing 	  Mon i ka 	   T i chacek 	   and 	  
e spec i a l l y 	   t he 	  wo rk 	  o f 	   Rebecca 	  Ho rn 	  who 	  pa i r s 	  mus i c a l 	   i n s t rumen t s . 	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Requiem  is  a  work o f  m ine f rom 2012.  Th is  par t icu la r  i te ra t ion was on the f i rs t  
f loor  o f  a  bu i ld ing in  The Rocks,  an h is tor ic  area in  Sydney.  There are  two 
components  to  the work.  One is  the v isua l  in tervent ion o f  the two keyboards 
propped apart .  The other  is  the sound i tse l f ,  wh ich extends we l l  beyond the 
inst ruments.  I t  f i l l s  the room and spreads not  on ly  down the corr idor  but  up and 
down a s ta i rcase in to  the f loors  above and be low. The who le  bu i ld ing fee ls  a l ive  
w i th  th is  sound and as you move throughout  you become aware o f  the ent i re  
a i rborne space ava i lab le  to  you.  Your  agency and phys ica l  presence are  
unavo idab ly  act ivated.50 
 
 
F ig  7 .  Ze l v i nas  Kemp inas ,  O ,  2008  
 
A  v isua l  para l le l  to  Requiem  is  an evo lv ing ser ies  by the L i thuan ian ar t is t  
Ze lv inas Kempinas ca l led O .  There are  d i f fe rent  i te ra t ions o f  th is  work,  most  
invo lv ing two upr ight  meta l  fans fac ing one another  some metres apar t .  The i r  
tw in  b lades create  an oppos i t iona l  fo rce wh ich enab les a  loop of  magnet ic  tape 
to  dance back and for th  between the heads.51 These works compr ise tang ib le ,  
recogn izab le  ob jects  that  are  e f fected by an inv is ib le  yet  ever -present  add i t iona l  
e lement ,  the a i r ,  wh ich proves to  be the most  s ign i f icant  agent .  In  both  O and 
Requiem  the space is  forever  buf fe ted by compet ing yet  ident ica l  f loods o f  a i r ;  
O  is  more v isua l  and conta ined whereas RequIem  sp i l ls  inv is ib ly  in  a l l  d i rect ions 
yet  both i l luminate the space through an imated a i r .  
                                                       
50	   Th i s 	  wo rk 	  was 	  pa r t 	   o f 	   a 	   g roup 	   show . 	  Unde r s t andab l y 	   no t 	   a l l 	   a r t i s t s 	   s aw 	   th i s 	   s p read 	   so 	  po s i t i v e l y . 	  
51	  O 	   i n 	   t u rn 	   r e ca l l s 	  Dam ien 	  H i r s t ’ s 	   s e r i e s 	  Menta l 	   E s capo logy 	   ( 1991 -­‐ ) 	   i n 	  wh i ch 	  p i ng -­‐pong 	  ba l l s 	   and 	  
beach 	  ba l l s 	   bob 	  pe rpe tua l l y 	   o ve r 	   upward 	   j e t s 	   o f 	   a i r . 	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C o n t a i n i n g  t h e  s p r e a d  
 
In  1919 Marce l  Duchamp walked in to  a  chemist  in  Par is  and bought  a  g lass 
medic ine ja r .  He asked the chemist  to  break the sea l ,  empty the serum and 
resea l  the v ia l .  Duchamp then took i t  to  New York as a  g i f t  to  h is  wea l thy f r iends 
and patrons the Arensbergs,  f igur ing that  s ince they a l ready had everyth ing e lse 
why not  buy them some Par is  a i r . 52 The resu l t ing work,  a  suspended g lass 
ampoule ,  is  known in  Eng l ish as 50 Cubic  Cent imetres o f  Par is  A i r  o r  s imply  
Par is  A i r . 53 I t  is  not  Duchamp’s best-known readymade however  i t  has been 
descr ibed as “ the fu l les t  deve lopment  o f  ideas Duchamp had begun wi th  the 
f i rs t  readymades in  1913.”5455 
 
Par is  A i r  is  complete ly  s i lent  however  i ts  “bot t led atmospher ics”56 evokes the 
way sound operates in  enc losed spaces.  In  a  typ ica l  room, a i r  f i l l s  a l l  the space 
that  is  ava i lab le  to  i t  unt i l  i t  h i ts  a  barr ie r  or  mediat ing force,  someth ing too 
so l id  to  pass through or  inhab i t .  Th is  is  usua l ly  the per imeters  o f  a  room ( the 
wa l ls ,  w indows,  doors ,  ce i l ing and f loor ) .  In  Par is  A i r  i t  is  the curved g lass.57  
 
Thus we can observe a  cr i t ica l  tens ion between that  wh ich spreads –  odour ,  
heat ,  sound – and that  wh ich conta ins –  wood,  br ick ,  concrete ,  g lass.  
Arch i tecture  is ,  c lass ica l ly ,  the ar t  o f  bu i ld ing s t ructures to  rest r ic t  and order  
forces that  wou ld otherw ise s t rugg le  to  escape.  Par is  A i r  can be seen as a  k ind 
o f  arch i tecture in  microcosm; a  crysta l l ine  meet ing po int  between that  wh ich 
ho lds w i th in  and that  wh ich sp i l ls  for th .   
 
                                                       
52	   C a l v i n 	   Tomk in s , 	  Duchamp : 	  A 	  B i og raphy 	   ( 1996 ; 	   r ep r . 	  New 	  Yo rk : 	  Ow l 	  Book s , 	   1998 ) . 	   223 	  
53	  Duchamp 	   rea l i z ed 	   tha t 	   t he 	   t i t l e 	  was 	   i na c cu ra te 	   a s 	   t he 	   v i a l 	   he ld 	  more 	   than 	   tw i ce 	   t ha t 	   amoun t 	   o f 	  
a i r . 	  He 	   l a t e r 	   r emade 	   the 	  wo rk 	   to 	   i t s 	   e xa c t 	   spec i f i c a t i on s . 	  
54	   J ames 	  House f i e l d , 	   ”Marce l 	  Duchamp ’ s 	  A r t 	   and 	   the 	  Geog raphy 	  o f 	  Mode rn 	  Pa r i s , ” 	  Geog raph i ca l 	  
Rev i ew 	   9 2 , 	   no . 	   4 	   (Oc tobe r 	   2002 ) : 	   477 -­‐502 	  
55	  Pa r i s 	  A i r 	   con ta in s 	   s eve ra l 	   o f 	  Duchamp ’ s 	   t ropes . 	   F i r s t l y , 	   a s 	   a 	   r eadymade 	   i t 	   t a ke s 	   a 	   t r i v i a l 	   ob j e c t 	  
f r om 	   the 	   eve r yday 	  wor l d 	   and 	   r epu rpose s 	   i t 	   a s 	   a r t . 	   S e cond l y , 	   b y 	   f o cu s i ng 	  on 	   a i r 	   i t 	   e xp re s se s 	  
Duchamp ’ s 	   f a s c i na t i on 	  w i th 	   t he 	  phenomena 	   tha t 	   humans 	   c anno t 	   s ee 	   su ch 	   a s 	   r ad i o 	  waves 	   and 	  X -­‐ r a y s . 	  
Th i rd l y , 	   l i k e 	   o the r 	  Duchamp 	  work s 	   – 	   su ch 	   a s 	  The 	  B r i de 	   S t r i pped 	  Ba re 	  By 	  He r 	  Bache lo r s , 	   E ven 	   ( The 	  
La rge 	  G la s s ) 	   -­‐ 	   i t 	   i s 	   t r an spa ren t ; 	   one 	   can 	   see 	   r i gh t 	   t h rough 	   i t . 	   F i na l l y , 	   t o 	  wha teve r 	   e x ten t 	   a 	   v i sua l 	  
ob j e c t 	   c an 	  be , 	   i t 	   i s 	   ‘ non -­‐ re t i na l ’ ; 	   i t ’ s 	   t he 	   concep t 	   t ha t 	   coun t s 	   e ven 	  when 	   i l l u s t r a ted 	   i n 	   c r i s p 	   v i sua l 	  
t e rms . 	  
56	   Conno r , 	  The 	  Mat te r 	   o f 	  A i r , 	   224 	  
57	   I n 	   t h i s 	   pape r 	   I 	   l a r ge l y 	   l im i t 	  myse l f 	   t o 	   l ook ing 	   a t 	   sound 	  w i th in 	   i ndoo r 	   space s . 	   The 	  behav io r 	   o f 	  
sound 	  w i th i n 	   enc lo sed 	   space s 	   i s 	   v e r y 	   d i f f e ren t 	   t o 	   t ha t 	  w i th i n 	   open 	  env i ronment s 	   ( o r 	   ‘ f r ee 	   f i e l d s ’ ) 	   i n 	  
wh i ch 	   r e f l e c t i on s 	   p l a y 	   a 	  much 	   l e s se r 	   r o l e . 	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F ig  8 .  Ma rce l  Duchamp,  Par i s  A i r ,  1919  
 
Steven Connor  speaks about  the tens ion between a i r  and arch i tecture  in  h is  
2004 essay “Bu i ld ing breath ing space”.  In  i t  he focuses our  a t tent ion upon that  
wh ich is  normal ly  unobserved,  the la rge ly  inv is ib le  medium that  under l ies  so 
much human endeavour .  
 
A i r  has t rad i t iona l ly  been,  not  the antagon is t  o f  the bu i ld ing,  but  i ts  
unobserved complement .  Bu i ld ings,  l ike  ut terances,  are  ar t icu la t ions o f  
the a i r .  No st ructure  that  conta ined no space,  had no cav i ty  in  i t ,  cou ld  
qua l i fy  as a  bu i ld ing.  And yet ,  though bu i ld ings inc lude,  enc lose and 
admit  a i r ,  that  a i r  is  not  thought  o f  as  be long ing to  the bu i ld ing.58 
 
Connor  out l ines two fur ther  ways o f  look ing at  th is  re la t ionsh ip  wh ich he 
descr ibes as ‘spat iopeta l ’  and ‘spat io fuga l ’ . 59 The spat iopeta l  is  the c lass ic  type 
o f  arch i tecture,  where space is  f ramed by des ign ing and bu i ld ing s t ructures to  
enc lose i t .  A  c i ty  b lock stands empty through which t rave ls  w ind,  dust ,  smog 
                                                       
58	   S t ephen 	  Connor , 	   “Bu i l d i ng 	  B rea th ing 	   Space , ” 	   i n 	  Go ing 	  Ae r i a l : 	   A i r , 	   A r t 	   and 	  A r ch i t e c tu re , 	   ed . 	  Mon i ka 	  
Bakke 	   (Maas t r i ch t : 	   J an 	  Van 	   Ey ck 	  A cadem ie , 	   2006 ) . 	   118 	  
59	  He 	  d raws 	   the se 	   two 	   concep t s 	   f r om 	  He idegge r 	   and 	   I r i g a ray 	   r e spec t i ve l y . 	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and no ise;  a  rectangu lar  s t ructure  is  bu i l t  upon the b lock which sea ls  those 
th ings o f f  and estab l ishes i ts  own microc l imates w i th in .  I t ’s  an outs ide- in  
approach.   
 
Another  way to  order  space,  however ,  is  f rom the ins ide out  –  the spat io fuga l .  
These st ructures emerge through open ing up or  exp lod ing space.  Th is  is  o f ten 
ach ieved through movement:  the movement o f  bod ies,  fo r  instance,  or  the ever-
expand ing movement o f  a i r ,  gas and other  phenomena.  Connor  looks to  Gaston 
Bache lard’s  The Poet ics  Of  Space  fo r  the example o f  the burrow, whose 
boundar ies  are  in t imate ly  shaped by constant  d igg ing and by the per imeters  o f  
the body.  Connor  deems the spat io fuga l  “prec ip i ta ted space,  made of  act ions in  
t ime”.  
 
So,  we have bu i ld ings that  tend to  c lose in  or  conta in  the a i r  and bu i ld ing whose 
l iv ing spaces open out  f rom wi th in .  The f i rs t  is  p lanned and imposed upon the 
a i r ;  the second unfo lds through gestures and process,  shaped by what  happens 
w i th  and w i th in  the a i r .  Connor  suggests  that  the tens ion between the 
spat iopeta l  and the spat io fuga l  is  a t  the hear t  o f  a rch i tecture ,  a  tens ion that  p i ts  
“… enc losure and par t i t ion aga inst  the swe l l ing incont inence and importun i ty  o f  
sound,  heat  and odor .”60 
 
 
T u r b u l e n t  G e o m e t r y  
 
The tw in  concepts  o f  the spat iopeta l  and the spat io fuga l  have become very  
important  to  me in  f raming my work,  wh ich a l te rnates between insta l la t ions and 
per formances in  wh ich stas is  and movement  are  in  constant  tens ion.  I  tag th is  
‘ turbu lent  geometry ’ .  The turbu lence is  the cont inua l ly  mov ing,  cont ingent  and 
ever-expand ing sound f ie ld  and the movement o f  peop le  inst igat ing and react ing 
to  i t ;  the geometry  is  the f ixed,  ordered parameters  aga inst  wh ich th is  f ie ld  
ag i ta tes.  My pro ject  An In f in i ty  Room is  a  means to  s tudy th is  c lash between 
stas is  and movement.   
 
                                                       
60	   Conno r , 	   ‘ Bu i l d i ng 	  B rea th ing 	   Space ’ 	   122 	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F ig  9 .  Ju l i an  Day ,  Tu rbu len t  Geomet r y ,  2013  
 
Th is  dua l i ty  is  exempl i f ied in  an insta l la t ion by th is  name. Turbu lent  Geometry  
(2013)  inhab i ted a  g lass-encased ga l le ry  w i th in  a  la rge pub l ic  square in  
Canberra .  I t  appeared empty f rom the outs ide61 but  i ts  v isua l  b lankness was 
counterpo inted by aura l i ty .  The space was in  fact  f looded wi th  pure tones f rom 
two synthes izers  h idden wi th in  the ce i l ing at  oppos i te  ends o f  the room. Th is  
spat ia l  separat ion meant  that  the notes in tersected at  the centra l  po in t  
t r igger ing turbu lences w i th in  the a i r  and v ibrat ions abut t ing inv is ib le  wa l ls .   
 
Turbu lent  Geometry  presented a  paradox,  a  p lay  between apparent  mater ia l i ty  
and immater ia l i ty .  The ob jects  were v isua l ly  ‘demater ia l ized’  yet  the mater ia l i ty  
o f  the space was ampl i f ied.  A l l  ava i lab le  a i r  became charged wi th  sound which 
he ightened one’s  movement as each step inv i ted aura l  d i f fe rent ia t ion. 62 The 
spectator ,  encouraged son ica l ly  to  exper ience the i r  ent i re  foot fa l l ,  typ ica l ly  
moved at  the fa r  end to  look through the f loor- to-ce i l ing g lass.  The exter io r  c iv ic  
space appeared muted yet  a lso hyper-co loured by the constant  soundtrack.  
Th is  exper ience con jured Duchamp’s love o f  t ransparency and indeed Turbu lent  
Geometry  acted as a  g iant ,  sound ing Par is  A i r .  I t  exh ib i ted a  dance between the 
                                                       
61	  Tu rbu l en t 	  Geomet r y 	   con t i nues 	   a 	   l ong 	   t r end 	  o f 	   appa ren t l y 	   empty 	   ga l l e r i e s , 	   a 	   h i s to r y 	   da t i ng 	   f r om 	  
Yve s 	   K l e i n ’ s 	   i n v i s i b l e 	   1957 	  e xh ib i t i on 	   i n 	   Pa r i s . 61	  De sp i t e 	   t he i r 	   v i s ua l 	   s im i l a r i t i e s , 	   e a ch 	   i t e r a t i on 	  o f 	  
t he 	   empty 	   ga l l e r y 	   c a r r i e s 	   a 	   d i f f e ren t 	  mean ing ; 	   s ome 	  a re 	  ove r t l y 	   po l i t i c a l , 	   o the r s 	  more 	   concep tua l , 	  
a l l 	   t a k i ng 	  u s 	   beyond 	   the 	   ‘me re l y ’ 	   v i sua l . 	   	  
62	   Th i s 	   demate r i a l i z a t i on 	   a l i gn s 	  w i th 	   a 	   b roade r 	   t r end 	   i n 	   a r t 	   o f 	   t he 	   20 t h 	   and 	  21 s t 	   c en tu r i e s 	   t owa rd 	   the 	  
ephemera l 	   o r 	   immate r i a l . 	  M in ima l i s t 	   s cu lp tu re , 	   pe r fo rmance 	  p ra c t i c e s 	   and 	  po s t -­‐ob j e c t 	   a r t 	   have 	   a l l 	  
a t t empted , 	   i n 	   d i f f e ren t 	  way s , 	   t o 	   d i s so l ve 	   the 	   a r t 	   ob j e c t 	   i n 	   f a vou r 	   o f 	   t he 	   env i ronment , 	   con tex t 	   o r 	  
concep t . 	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spat iopeta l  and the spat io fuga l ;  the hard geometry  o f  the rectangu lar  g lass 
chamber conta in ing the ever-swir l ing d ischarge o f  expand ing sound.   
 
 
S u m m a r y  
 
Th is  chapter  examined the movement  o f  sound through the a i r ,  invok ing i ts  
te r r i to ry  and in teract ion w i th  arch i tecture .  The key ax ioms inc luded the 
movement o f  sound,  t ransforming negat ive  space in to  pos i t ive  and the conf l ic t  
between sound’s  spread and the hard sur faces i t  abuts .  Th is  tens ion is  
encapsu la ted by Steven Connor ’s  d is t inct ion between the spat iopeta l  and 
spat io fuga l  as  we l l  as  insta l la t ions o f  m ine such as Requiem and Turbu lent  
Geometry .  By in fus ing the a i rspace w i th in  enc losed spaces these works 
impl icate  the spectator ,  wh ich is  exp lored fur ther  in  the next  chapter .  
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C H A P T E R  T W O  
E X P E R I E N C I N G  A I R :  A C T I V A T I N G  A N D  D E C E N T R I N G  T H R O U G H  
H O M O G E N E I T Y  
 
 
I f  the so le  funct ion o f  arch i tecture  is  to  organ ize  space,  then i t  is  not  an 
eminent ly  v isua l  pract ice,  but  an exper ience o f  be ing submerged,  o f  
movement and phys ica l  presence in  an in ter io r .  
        Juan E lv i ra  
 
You step through a co ld  industr ia l  chamber in to  what  appears  to  be an in f in i te  
abyss o f  fog,  f lash ing l ight  and sound.  You cannot  see fur ther  than severa l  
cent imetres and you ho ld  your  hands out  to  garner  a  sense o f  depth.  With  no 
v isua l  out l ines your  a t tent ion turns to  your  breath ing,  your  sense o f  ba lance and 
the per imeters  o f  your  body.  
 
A l though not  so le ly  invo lv ing sound,  Zee by Austr ian ar t is t  Kur t  Hentsch lager63 
emphas izes two ax ioms exp lored in  th is  chapter .  F i rs t ly ,  as  a  spectator  you are  
o f fe red autonomy.  In  fact ,  the work on ly  makes sense when you move about .  
However ,  you cannot  eas i ly  locate  the source o f  the sensor ia l  in format ion and 
your  f reedom is  cha l lenged by a  lack o f  dest inat ion.  Th is  imperat ive  between 
movement and stas is  echoes Steven Connor’s  not ion o f  the spat iopeta l  and 
spat io fuga l  and is  a  cruc ia l  dua l i ty  in  th is  chapter .  
 
Whereas the last  chapter  looked at  the movement o f  sound through the a i r ,  th is  
chapter  looks at  the movement o f  the spectator .  Fur ther ,  i t  examines how sound 
wi th in  immers ive insta l la t ions can both l iberate  and undermine th is  movement .  
F i rs t ly  i t  acknowledges not ions o f  space as anthropocentr ic .  I t  then in t roduces 
sound as a  too l  fo r  locat ing the body w i th in  space.  F ina l ly  i t  examines how th is  
can be thwarted through engu l f ing or  coerc ive s t ra teg ies that  impl icate  the 
movement o f  the body.   
 
The chapter  p ivots  on a tens ion ar t icu la ted by C la i re  B ishop:  the act ivat ion and 
decenter ing o f  the spectator .  Th is  ax iom is  app l ied to  sound by look ing at  La 
Monte Young and Mar ian Zazee la ’s  Dream House ,  Janet  Card i f f ’s  The For ty  Par t  
Motet  and severa l  works o f  m ine that  act ivate  the spectator  yet  d isor ient  
through the heterogeneous or  homogeneous d is t r ibut ion o f  sound.  
 
                                                       
63	   Th i s 	  wo rk 	   f o rmed 	  pa r t 	   o f 	   an 	   e s t ab l i s hed 	   t r ad i t i on 	  o f 	   a r t 	   u s i ng 	   f og 	  o r 	   s t eam , 	  bo th 	   i n 	   open 	   and 	  
c l o sed 	   env i ronmen t s , 	   b y 	   a r t i s t s 	   s u ch 	   a s 	  Ann 	  Ve ron i ca 	   J an s sen s , 	   Fu j i ko 	  Nakaya 	   and 	  O l a fu r 	   E l i a s son 	  
and 	  An thony 	  Go rm ley . 	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F i g  1 0 .  K u r t  H e n t s c h l a g e r ,  Z e e ,  2 0 0 8  
 
 
H u m a n  s p a c e  
 
In  h is  1963 book Human Space ,  the ph i losopher  Otto  Fr iedr ich Bo l lnow set  
about  systemat iz ing what  he ca l led ‘exper ienced space’ . 64 Th is  theory  
d i f fe rent ia ted “between the abstract  space o f  the mathemat ic ian and phys ic is t  
and spec i f ica l ly  exper ienced human space.”65 Bo l lnow cons idered mathemat ica l ,  
or  Euc l idean,  space to  be homogeneous,  unst ructured,  regu lar  and neutra l ,  a  
type o f  space that  “extends in  a l l  d i rect ions in to  in f in i ty” .  In  contrast ,  
exper ienced space centres on the human body w i th  “qua l i ta t ive  d i f fe rences”  
based on one’s  phys ica l  and emot iona l  exper ience o f  space.  Human space  
beg ins f i rs t ly  as “a  c losed f in i te  space” and through “subsequent  exper ience . . .  
open[s ]  up to  an in f in i te  extent” . 66 
 
                                                       
64	   The re 	   i s 	   no t 	   r oom 	   to 	   go 	   i n to 	  dep th 	   abou t 	   t he 	  h i s to r y 	   o f 	   s pa t i a l 	   t heo r i e s 	   i n 	   t h i s 	   pape r . 	   The se 	  
i n c l ude 	   theo r i e s 	   b y 	   Euc l i d , 	  De s ca r t e s , 	  Newton , 	   L i ebn i z , 	   E i n s t e i n 	   and 	  many 	  o the r s . 	  Howeve r , 	   i t 	   i s 	  
u se fu l 	   t o 	   con s i de r 	   t he 	   t u rn 	   t oward s 	   peop le -­‐o r i en ted 	   space 	  made 	  by 	  phenomeno logy 	   and 	  by 	   su ch 	  
w r i t e r s 	   a s 	   Bache l a rd , 	   Bo l l now 	  and 	   Le febv re . 	  
65	  O t to 	   F r i ed r i ch 	  Bo l l now , 	  Human 	   Space . 	   T r an s . 	   Ch r i s t i ne 	   Shu t t l ewor th , 	   ed . 	   J o seph 	  Koh lma ie r . 	  
London : 	  Hyphen 	  P re s s , 	   2011 . 	   17 	  
66	   Bo l l now , 	  Human 	   Space , 	   19 	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S imi la r ly ,  in  h is  book Real  Spaces ar t  h is tor ian Dav id  Sommers pro f fe rs  that  
“ rea l  space is  u l t imate ly  def ined by the human body,  more spec i f ica l ly  by the 
body’s  f in i te  spat io tempora l i ty .  … Rea l  space is  to  be d is t ingu ished f rom the 
co-ord inate,  mathemat ica l  space o f  c lass ica l  modern phys ics,  the metaopt ica l  
space.”67  
 
These anthropocentr ic  v iews of  space resonate w i th  Steven Connor ’s  broader  
not ion o f  the spat io fuga l .  They a lso cha l lenge the idea o f  the ‘vo id ’ :  space as 
abstract ,  neutra l  o r  empty.  When Yves K le in  empt ied a  Par is  ga l le ry  in  1957 he 
rep laced i ts  in ter io r  w i th  “ambiance”.  H is  in i t ia l  mot ivat ion was to  negate the 
need for  pa in t ings and instead f i l l  the room wi th  “ the medium of  h is  own 
consc iousness and energy” .  Those who turned up,  however ,  d iscovered that  h is  
act  was not  pure ly  conceptua l .  They cou ld phys ica l ly  enter  the construct ;  The 
Vo id  was not  empty but  compr ised actua l  space.   
 
F iver  years  ear l ie r  John Cage made a s im i la r  po int  in  4’33  in  wh ich a  p ian is t  s i ts  
s i lent ly  iner t ,  drawing at tent ion to  the surround ing rush o f  ambient  sound.  Th is  
evokes the Buddhis t  precept :  “ form is  empt iness and the very  empt iness is  
form; … whatever  is  empt iness,  that  is  form”.68 In  th is  work Cage a lso 
emphas ized human exper ience by pr io r i t iz ing the act  o f  l is ten ing.  As Juan E lv i ra  
o f fe rs ,  in  re ference to  arch i tecture:  
 
… arch i tectura l  space has been cons idered the negat ive  o f  an 
arch i tectura l  mou ld conta in ing in ter io r  … [however ,  empt iness ]  is  a  pure ly  
metaphor ic  not ion.  I t  m ight  be understood as immater ia l ,  but  in  rea l i ty  i t  
is  a  substance that  occup ies the arch i tectura l  in ter io r ,  i t  is  a  dense space 
where a i r  takes on a new re levance.69  
 
Indeed,  in  the years  a f ter  empty ing the ga l le ry  K le in  ‘ re-mater ia l ized’  space in  
propos ing ‘a i r  a rch i tecture ’  –  cha i rs ,  tab les and bu i ld ings made of  a i r .   
 
As a  mater ia l  read ing o f  empty space,  the b ind ing agent  here is  the a i r .  As 
Steven Connor  observes,  “ take away the a i r ,  and the empty space you have le f t  
s t i l l  seems to  re ta in  most  o f  the qua l i t ies  o f  a i r .  The a i r  is  un ique among the 
e lements in  hav ing th is  a f f in i ty  w i th  noth ingness,  in  s ign i fy ing the be ing o f  non-
                                                       
67	  Dav id 	   Sommers , 	  Rea l 	   Space s : 	  Wor l d 	  A r t 	  H i s t o r y 	   and 	   t he 	  R i s e 	   o f 	  Wes te rn 	  Mode rn i sm . 	   ( L ondon : 	  
Pha idon , 	   2003 ) . 	   36 	  
68	   Edward 	  Conze , 	   t r an s . , 	   “ The 	  Hea r t 	   Su t r a ” 	   i n 	  Buddh i s t 	   S c r i p tu re s 	   (Ha rmondswor th , 	   Pengu in 	  Books , 	  
1959 ) . 	   162 -­‐163 	  
69	   E l v i r a , 	   J uan . 	   “Dense 	   Space . ” 	   C r i s t i na 	  D i a z 	  Moreno 	   and 	   E f r én 	  Ga r c i a 	  G r i nda , 	   ed s . 	  Brea thab l e , 	  
(Mad r i d : 	  Un i ve r s i dad 	   Eu ropea 	  de 	  Madr id , 	   2009 ) . 	   266 	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be ing,  the matter  o f  the immater ia l . ” 70 Through a i r ,  space can be v iewed not  as 
abstract  but  as mater ia l  and centred on human exper ience.  
 
 
A u d i t o r y  s p a t i a l  a w a r e n e s s  
 
Human space is  def ined,  in  par t ,  by  the means to  re locate through space and 
th is  is  a ided by sound.  I t  imparts  in format ion about  the space ( the extent  o f  the 
ter r i to ry ,  i ts  phys ica l  const i tuency )  and where we are  w i th in  i t .  In  the i r  book 
Spaces Speak,  Are You L is ten ing?  Barry  B lesser  and L inda-Ruth Sa l te r  examine 
aud i tory  spat ia l  awareness and emphas ize that  “peop le  can hear  pass ive  ob jects  
and sense spat ia l  geometry”71 –  that  we can “ ’see’  w i th  our  ears .” 72 They use the 
s t r ik ing example o f  b l ind cyc l is ts  who r ide through dense forests  us ing verba l  
c l icks as a  form of  sonar .  Th is  not ion echoes ar t is t  Bernhard Le i tner ’s  term 
“bod i ly  hear ing” .  
 
The authors  use the term ‘aura l  a rch i tecture’  to  descr ibe the l is tener ’s  
“emot iona l  and behav iora l  exper ience o f  space.” 73 Aura l  a rch i tecture  is  “adapt ive  
and dynamic,  even though the phys ica l  space may be stat ic” . 74 Th is  re la tes to  
my methodology o f  des ign ing adapt ive  systems wi th in  ex is t ing arch i tectures,  the 
‘ in f in i te  rooms’  o f  sound that  underp in  th is  research.  My work responds to  the 
layout  and soc ia l i ty  o f  a  space however  i t  over takes i ts  acoust ic  propert ies  
through d ispers ing homogeneous,  cont inuous sound.   
 
A  sound’s  d is t inct  t imbra l  qua l i ty  and phys ica l  locat ion he lps us separate  i t  f rom 
the ambient  soundscape and a f fords in format ion about  how or  where to  move.  
Th is  is  compromised when sounds are s im i la r ,  cont inuous or  even ly  d is t r ibuted.  
Th is  is  i l lus t ra ted by two sound insta l la t ions that  encourage or  d iscourage 
movement through space by d is t r ibut ing mul t ip le  ident ica l  sound sources.  
 
Janet  Card i f f ’s  The For ty  Par t  Motet  features for ty  loudspeakers  pos i t ioned in  a  
la rge ova l .  Wi th in  each speaker  a  s ing le  voca l is t  s ings the i r  par t  f rom Thomas 
Ta l l is ’s  1573 chora l  work Spem In  A l ium .  Card i f f ’s  s ta ted in tent ion is  to  open up 
the exper ience o f  communal  s ing ing and a l low the spectator  to  be “ in t imate ly  
connected w i th  the vo ices.  I t  a lso revea ls  the p iece o f  mus ic  as a  chang ing 
construct .  As we l l  I  am in terested in  how sound may phys ica l ly  construct  a  
                                                       
70	   Conno r , 	  The 	  Mat te r 	   o f 	  A i r , 	  31 	  
71 Ba r r y 	  B l e s se r 	   and 	   L i nda -­‐Ru th 	   Sa l t e r . 	  Space s 	   Speak , 	  A re 	   You 	   L i s t en i ng? : 	   E xpe r i en c i ng 	  Au ra l 	  
A r ch i t e c tu re . 	   ( 2006 . 	   Rep r i n t , 	   C ambr idge , 	  Mas sa chuse t t s : 	   The 	  M IT 	  P re s s , 	   2009 ) 	   1  
72 B le s se r 	   and 	   Sa l t e r . 	  Space s 	   Speak , 	  A re 	   You 	   L i s t en i ng? : 	   E xpe r i en c i ng 	  Au ra l 	  A r ch i t e c tu re . 	   2  
73 B le s se r 	   and 	   Sa l t e r . 	  Space s 	   Speak , 	  A re 	   You 	   L i s t en i ng? : 	   E xpe r i en c i ng 	  Au ra l 	  A r ch i t e c tu re . 	   11  
74	   B l e s se r 	   and 	   Sa l t e r . 	  Space s 	   Speak , 	  A re 	   You 	   L i s t en i ng? : 	   E xpe r i en c i ng 	  Au ra l 	  A r ch i t e c tu re . 	   24 	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space in  a  scu lptura l  way and how the v iewer  may choose a  path through th is  
phys ica l  yet  v i r tua l  space.” 75 
 
 
F ig  11 .  Jane t  Ca rd i f f ,  The  Fo r t y  Pa r t  Mo te t ,  2001 
 
When I  exper ienced th is  work my f i rs t  impu lse was to  wander  about .  I  de l ighted 
in  be ing ab le  to  ‘break apart ’  the cho i r  as  a  un i t  and instead exper ience each 
component  up c lose,  d i f fe rent ia t ing between female  and male  vo ices,  h igh and 
low,  so lo  versus the mass.  My movement  cont inua l ly  d i f fe rent ia ted the sound 
creat ing a  ka le idoscop ic  f ragmentat ion o f  the who le .   
 
Card i f f  says that  she “wanted to  be ab le  to  ‘c l imb ins ide’  the mus ic” .  Th is  
echoes the famous inc l inat ion o f  composer  La Monte Young to  “get  ins ide o f  a  
sound.”76 The spectator  is  inv i ted to  do th is  in  Dream House ,  an insta l la t ion 
w i th in  a  lo f t -space in  downtown Manhattan created by Young and Mar ian 
Zazee la .  Large loudspeakers  s i t  in  the four  corners  o f  a  room sound ing loud 
tones that  th icken the a i r  w i th  complex v ibrat ions.   
 
                                                       
75	   J ane t 	   Ca rd i f , 	  The 	   Fo r t y 	   Pa r t 	  Mote t , 	  URL : 	   Ca rd i f fm i l l e r . com/a r twork s / i n s t /mote t . h tm l 	   ( a c ce s sed 	  on 	  
29 	  Oc tobe r 	   2013 ) 	  
76	   L a 	  Mon te 	   Young , 	   “ Le c tu re 	   1960” . 	   The 	  M IT 	  P re s s : 	  The 	   Tu l ane 	  D rama 	  Rev i ew , 	   Vo l . 	   10 , 	  No . 	   2 	   (W in te r , 	  
1965 ) . 	   81 	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As w i th  Zee you must  immerse yourse l f  w i th in  the space.77 Stepp ing ins ide,  I  
was overwhe lmed by the vo lume and the mass ive rush o f  a i r  f rom the speakers .  
The room was a l ive  w i th  sound and the sound changed rad ica l ly  w i th  every  s tep.  
I t  was on ly  gradua l ly  that  I  rea l ized the notes were not iona l ly  s ta t ic  and that  any 
change was due to  my movement.  The smal lest  gesture  warped the sound and 
in t imate ly  connected my body to  the a l l -consuming sound f ie ld ,  the “wh i r lpoo l  o f  
p i tches”  as Ky le  Gann puts  i t . 78 Brandon LaBe l le  descr ibes the exper ience thus:  
 
… the Dream House is  formed at  the moment an ind iv idua l  enters  the 
son ic  f ie ld  –  Immersed as in  a  f lu id ,  sound osc i l la tes across a  range of  
f requenc ies through the movements o f  the body,  enfo ld ing the se l f  in  a  
son ic  arch i tecture  that  cannot  be sa id  to  e i ther  ex is t  or  not ,  fo r  wh i le  
d imens ion is  ar t icu la ted,  space recedes as pred icated by wa l ls . 79 
 
Th is  spat ia l  ambigu i ty  is  due to  the max imal  d is t r ibut ion o f  the ident ica l  sound 
sources and the lack o f  any change to  ind icate  depth o f  f ie ld .  There is  no 
beg inn ing to  any note to  mark out  t ime or  space. 80 
 
Both o f  these works o f fe red a  great  sense o f  agency yet  paradox ica l ly  
compromised th is .  Wi th in  the  Card i f f  I  qu ick ly  rea l ized that  there  was an idea l  
p lace to  l is ten.  The c i rcu lar  ar ray  encouraged me to  grav i ta te  towards a  centra l  
po int  where I  cou ld  hear  a l l  speakers  equa l ly  and ‘complete ’  the f ragmented 
cho i r .  In  Dream House I  in i t ia l ly  moved about  unt i l  I  d iscovered that  the smal lest  
movement inst igated a major  bod i ly  e f fect :  s imply  sh i f t ing my head s l ight ly  was 
enough.  Fur thermore,  there was l i t t le  reward in  mov ing in  any par t icu lar  
d i rect ion.  From mov ing about  f ree ly  I  ended up s i t t ing,  then ly ing,  on the f loor  in  
the centre  o f  the room. As I  ‘got  ins ide the sound’  I  became at  one w i th  i t  and 
my sense o f  ego reduced.  My in i t ia l  f reedom sta l led and I  became 
s imul taneous ly  enhanced and d imin ished.   
 
The For ty  Par t  Motet  and Dream House  exempl i fy  what  C la i re  B ishop ca l ls  
‘m imet ic  engu l fment ’ ,  works that  “d is lodge or  ann ih i la te  our  sense o f  se l f  … 
                                                       
77	   J e remy 	  G r imshaw 	   sugge s t 	   t ha t 	   Young 	   ‘ de -­‐metapho r i z e s ’ 	  mus i c a l 	   s pace 	   i n 	   a 	  way 	   tha t 	   d i s t i n gu i she s 	  
i t 	   f r om 	   the 	  wo rk 	  o f 	   J ohn 	  Cage , 	  who 	   t r ea ted 	   space 	  more 	   s ymbo l i c a l l y 	   ( J e remy 	  G r imshaw 	  Draw 	  a 	  
S t ra i gh t 	   L i ne 	   and 	   Fo l l ow 	   I t : 	   The 	  Mus i c 	   and 	  Mys t i c i sm 	  o f 	   La 	  Mon te 	   Young . 	   [New 	  Yo rk : 	  Ox fo rd 	  
Un i ve r s i t y 	   P re s s , 	   2011 ] 	   69 ) 	  
78	   K y l e 	  Gann , 	   “ The 	   T i ng l e 	   o f 	   p 	   x 	  mn 	  – 	   1 	   ( i n s t a l l a t i on s 	   b y 	   L a 	  Mon te 	   Young 	   and 	  Mar i an 	   Za zee l a ) , ” 	   i n 	  
The 	  V i l l age 	  Vo i c e , 	  O c tobe r , 	   1994 , 	   84 . 	  
79	   L aBe l l e , 	  Backg round 	  No i s e , 	   73 -­‐74 	  
80	   Young 	   s ay s : 	   “When 	   the 	   sounds 	   a re 	   ve r y 	   l ong . . . 	   i t 	   c an 	  be 	   ea s i e r 	   t o 	   ge t 	   i n s i de 	  o f 	   t hem . 	   Somet imes 	  
when 	   I 	  was 	  mak ing 	   a 	   l ong 	   sound , 	   I 	   began 	   to 	  no t i c e 	   I 	  wa s 	   l ook ing 	   a t 	   t he 	  dance r s 	   and 	   the 	   room 	   f rom 	  
the 	   sound 	   i n s tead 	  o f 	   hea r i ng 	   t he 	   sound 	   f rom 	   some 	  pos i t i on 	   i n 	   t he 	   room . 	   I 	   began 	   to 	   f ee l 	   t he 	  pa r t s 	  
and 	  mot ion s 	  o f 	   t he 	   sound 	  more , 	   and 	   I 	   began 	   to 	   s ee 	  how 	  each 	   sound 	  was 	   i t s 	   own 	  wor ld 	   and 	   tha t 	   t h i s 	  
wo r l d 	  was 	  on l y 	   s im i l a r 	   t o 	   ou r 	  wo r l d 	   i n 	   t ha t 	  we 	  e xpe r i enced 	   i t 	   t h rough 	  ou r 	   own 	  bod ie s , 	   t ha t 	   i s , 	   i n 	  
ou r 	   own 	   t e rms” 	   ( Young 	   “ Lec tu re 	   1960” 	   81 ) 	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space is  d im in ished,  because th is  space is  obscured,  confused,  or  in  some way 
in tang ib le .” 81 Un l ike  min imal is t  works that  seek to  he ighten one’s  sense o f  se l f ,  
such works reduce th is  by overwhe lming and u l t imate ly  ec l ips ing the body w i th  
end less ly  repeat ing mir rors ,  darkness,  l ight ,  v iscous f lu id  or  sound.   
 
Dream House in i t ia l l y  he ightens the phys ica l i ty  and boundar ies  o f  your  body.  
However ,  the unchang ing drones,  rep l icated exact ly  in  the four  speakers ,  
qu ick ly  subsume you in to  the non-d i f fe rent ia ted sound mass unt i l  you “co inc ide 
w i th  the space”.  Th is  invokes the ‘ganzfe ld ’  favoured by Doug Whee ler  and 
James Turre l l ,  a  type o f  “per fect ly  homogeneous v isua l  f ie ld  … vo id  o f  tempora l  
and spat ia l  in format ion.”82 Such spaces thwart  any sense o f  temporar i ly  or  
spat ia l  depth through an excess un i formi ty  o f  in format ion,  a  “un i form 
empt iness” .  83 
 
Both works demonstrate  two core yet  conf l ic t ing cond i t ions o f  insta l la t ion ar t  
out l ined by C la i re  B ishop in  her  book Ins ta l la t ion Ar t . 84 F i rs t ly ,  as  a  spectator  
you are  act ivated.  You are  impe l led in to  act ion w i th  the agency to  move about  
and choose where you go.  Your  exper ience o f  the work i s  the work.  B ishop 
argues that  because insta l la t ion ar t  presents  e lements such as “ texture ,  space,  
l ight”  ( ra ther  than represent ing  them, as w i th  t rad i t iona l  pa in t ing and scu lpture )  
the v iewer  is  engaged and emanc ipated.  They are  “addressed d i rect ly”  and are  
inv i ted to  exper ience the work in  an embodied way,  by enter ing in to  and 
par t ic ipat ing in  the work.   
 
At  the same t ime,  however ,  th is  autonomy is  cha l lenged.  Insta l la t ion ar t  
man i fests  a  postst ructura l is t  tenet  o f  ‘decentr ing’  the spectator  through 
f ragmentat ion and destab i l i za t ion.  In  contrast  to  c lass ic  v isua l  perspect ive  that  
pos i t ions you in  the centre  o f  the wor ld ,  works l ike  Dream House dis locate your  
sense o f  ego.  Instead of  drones happen ing in  f ront  o f  you,  drones happen a l l  
a round you.  You become just  one component  w i th in  the overa l l  work and must  
cons ider  that  your  perspect ive  is  one o f  many poss ib le  perspect ives,  a long w i th  
those o f  o ther  par t ic ipants .  Of  Card i f f ’s  work in  genera l ,  B ishop says that  “ the 
ego is  ‘penetrated’  by sound ( ra ther  than space) ,  and is  d isso lved,  as a  d iscrete  
ent i ty ,  in to  i ts  env i ronment” . 85  
 
 
                                                       
81	   B i shop 	   I n s ta l l a t i on 	  A r t : 	   A 	   C r i t i c a l 	  H i s t o r y 	   8 2  
82	   S co t t 	  Da l y , 	   “ The 	  Ganz fe ld 	   a s 	   a 	   Canva s 	   f o r 	  Neu rophys io l og i c a l l y 	   Ba sed 	  A r twork s ” 	   i n 	   Leona rdo 	   Vo l 	  
17 , 	   no . 	   3 	   ( 1984 ) : 	   1 	  
83	  Da l y 	   “ The 	  Ganz fe l d 	   a s 	   a 	   Canva s 	   f o r 	  Neu rophys i o l og i c a l l y 	   Ba sed 	  A r twork s ” : 	   1 	  
84	   B i shop , 	   I n s ta l l a t i on 	  A r t : 	   A 	   C r i t i c a l 	  H i s t o r y 	   1 1 	  
85	   B i shop 	   I n s ta l l a t i on 	  A r t : 	   A 	   C r i t i c a l 	  H i s t o r y 	   1 30 	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I m p l i c a t i o n   
 
The For ty  Par t  Motet  and Dream House,  then,  set  up a  contrad ic tory  pos i t ion.  
By d ispers ing the sound they inv i te  the spectator  to  choose the i r  path through 
the work yet  by re ly ing on symmetry  or  homogene i ty  they depend e i ther  on an 
idea l  l i s ten ing pos i t ion or  a  reduced mot ivat ion to  move.  Fur thermore,  by 
estab l ish ing the sound sources at  the per iphery  o f  the space they demand the 
spectator ’s  invo lvement  ( there  are  on ly  two opt ions once you enter  the room: 
engage or  leave )  and are  in  th is  sense coerc ive.  The spectator  enters  the work 
and through per iphera l  engu l f ing is  fo rced in to  movement regard less o f  the i r  
w i l l .  
 
My work Ceremony fo l lowed th is  s t ra tegy in  the f i rs t  o f  two i te rat ions.  Seven 
keyboards were d is t r ibuted equa l ly  around the per imeter  o f  a  la rge dark  ga l le ry .  
Each keyboard was a  d i f fe rent  mode l  and sat  on spot  l i t  p l in ths as in  a  museum. 
Heavy bo l ts  we ighted d i f fe rent  keys on each keyboard –  a l l  Cs,  a l l  Ds and so on.  
Co l lect ive ly  the keyboards sounded a chord compr is ing seven s l ight ly  d i f fe rent  
t imbres that  sh i f ted ka le idoscop ica l ly  as  the drones in tersected in  mid a i r  over  
t ime.  
 
As w i th  the works by Card i f f  and Young/Zazee la ,  Ceremony  o f fe red in i t ia l  
f reedom. A l l  poss ib le  a i rspace in  the room was de l ineated through sound,  
h igh l ight ing the ‘negat ive ’  space as a  pos i t ive  space to  ambulate .  The l is tener  
became a condu i t  o f  the sound,  complet ing the c i rcu i t  by wa lk ing around and 
absorb ing the emergent  pat terns.  Journey ing through the room sh i f ted the 
‘we ight ing’  o f  the chord as you neared more Cs,  for  instance,  or  Gs.  However ,  
the best  pos i t ion to  absorb the overa l l  sound was in  the centre  o f  the space.  
Th is  created a sense o f  gradua l  iner t ia ,  l ike  water  in  the bath runn ing towards 
the dra in .  I t  a lso created a  tens ion when more than one person occup ied the 
space as the dr ive  to  the centre  was thwarted by the phys ica l ,  and impl ied 
soc ia l ,  d is tance between l is teners .  The space here was st ructured around the 
human and,  as Bo l lnow po ints  out ,  a l l  po in ts  in  human space are  not  equa l .   
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F ig  12 .  Ju l i an  Day ,  Ceremony ,  2009  
 
 
The second i te rat ion o f  Ceremony ,  however ,  fo l lowed a d i f fe rent  s t ra tegy led by 
the long and narrow shape of  the ga l le ry .  Here s ix  keyboards were pos i t ioned in  
para l le l  sequence a metre  or  two apart  th roughout  the f ront  ga l le ry  o f  a  mul t i-
ga l le ry  space.  Here the spectator  was impe l led to  take in  the breadth o f  the 
work to  access the other  ga l le r ies  in  the exh ib i t ion.  Mov ing thus created a 
s im i la r  ka le idoscop ic  e f fect  to  the f i rs t  i te ra t ion except  there  was no centra l  
po int  to  take in  the sound.  The phys ica l  a r ray  demanded mul t ip le ,  sh i f t ing 
v iewpoints  and a f ragmentat ion o f  the spectator ’s  a t tent ion.  
 
 40 
 
F ig  13 .  Ju l i an  Day ,  Ceremony ,  2010  
 
Th is  coerc ion has occurred in  severa l  o ther  works in  wh ich the spectator  is  
a f forded f reedom whi ls t  impl icated in  cer ta in  pathways o f  act ion.  Lovers  
featured two set  o f  match ing keyboards p inned ver t ica l ly  between f loor  and the 
ce i l ing by long meta l  rods.  Each pa i r  sat  h idden on e i ther  s ide o f  a  doorway 
lead ing in to  the main  space o f  a  ga l le ry .  By wa lk ing through the door  you 
entered in to  an immediate  s tereophon ic  re la t ionsh ip  w i th  the work regard less o f  
your  in tent ion. 86 More subt ly ,  a  recent  i te rat ion o f  Requiem pos i t ioned two pa i rs  
o f  p inned keyboards w i th in  a  busy pub l ic  thoroughfare.  One pa i r  was propped 
wi th in  a  w indow and the other  w i th in  a  h idden nook beh ind a s ta i rcase.  The 
spectator  was immediate ly  impl icated in  the work by enter ing the doorway;  they 
necessar i ly  took in  the w indow work but  then had the cho ice to  seek out  the 
other  keyboards i f  they chose.  The chords in  each pa i r  were s l ight ly  d i f fe rent  
wh ich added a fur ther  reason to  move through the space;  coerc ion and agency 
are  themse lves pa i red.  
 
                                                       
86	   Th i s 	   con f ron ta t i on 	   e choes 	  Mar i na 	  Ab ramov i c 	   and 	  U l a y ’ s 	   Imponde rab i l i a 	   ( 1977 ) 	   i n 	  wh i ch 	   the 	  
spec ta to r 	  mus t 	   pa s s 	   t h rough 	   a 	   doo rway 	  be tween 	   two 	  naked 	  pe r fo rmer s . 	   I n 	  Ab ramov i c ’ s 	  wo rk 	   t he 	  
spec ta to r 	  mus t 	   no t 	   on l y 	   con f ron t 	   t he i r 	   a t t i t ude 	   to 	   nud i t y 	   and 	  p rox im i t y 	   bu t 	   a l so 	   choose 	  wh i ch 	  
gende r 	   t o 	   f a ce . 	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F ig  14 .  Ju l i an  Day ,  Love rs ,  2012  
 
 
F ig  15 .  Ju l i an  Day ,  Requ iem ,  2013  
 
These works depend on t rans i tory  spaces such as doors,  causeways and 
corr idors .  These spaces impl icate  movement and,  fu r ther ,  invoke Marc Auge’s  
not ion o f  the non space or  spaces w i thout  h is tory .  Pau l  Hegarty  re fers  to  Robert  
Morr is ’s  Passageway  (1961)  and Bruce Nauman’s Sound Corr idor  (1969)  as 
examples o f  work that  “ rest ructures the space around i t ,  as  min ima l is t  scu lpture  
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a ims to ,  in t roduces l is ten ing,  and a l te rs  the movement o f  the v is i to r ,  set t ing up 
a d is junct ive  space”. 87 A per formance I  gave in  a  busy laneway us ing two 
keyboards and four  equ id is tant ly  p laced speakers  impl icated the spectator  who 
was requ i red to  acknowledge the sh i f t ing tones as they journeyed to  the i r  
dest inat ion.  The not ion o f  the passageway encapsu la tes human movement as 
dr iven and t rans i tory  but  open to  in f luence.  
 
As w i th  La Monte Young,  a  key component  o f  these works is  the use o f  drones.  
A l though they imply  s tas is ,  susta ined tones induce severa l  fo rms of  movement .  
Perpetu i ty  a f fords the spectator  t ime to  exp lore  the space.  Th is  movement  is  
counterpo inted aga inst  an unchang ing backdrop.  Complex pat terns o f  son ic  
in tersect ion w i th in  the a i r  emerge over  t ime.88 At  the same t ime,  f lood ing a 
space w i th  drones reduces depth o f  f ie ld  and d is rupts  our  knowledge of  where 
we are and how to proceed.  As B lesser  and Sa l ter  acknowledge,  “ the focus o f  
hear ing is  on dynamic events”  and we nav igate through son ic  d i f fe rence or  
heterogene i ty .89 As drones have no perce ivab le  ‘s tar t ’  they are  d i f f icu l t  to  
acknowledge as sound events  wh ich compromises one’s  pos i t ion w i th in  space.  
Drones thus create the impress ion o f  we ight lessness;  s tepp ing in to  a  drone f ie ld  
is  l ike  s tepp ing in to  an in f in i te  room in  wh ich movement  and d i f fe rence is  both 
h igh l ighted and d imin ished.  Humans move w i th in  an a l ready k inet ic  f ie ld ,  a  
turbu lence housed wi th in  the geometry  o f  bu i l t  space.  
 
 
S u m m a r y  
 
As seen in  th is  chapter ,  a i r  is  a  pervas ive and porous l i v ing space.  Humans 
move throughout  a i rspace us ing sound and v ibrat ion as a  key nav igat iona l  and 
in format iona l  too l .  Such movement can be t r iggered,  shaped and thwarted 
through d i f fe rent  son ic  s t ra teg ies inc lud ing equ id is tant  and per iphera l  
pos i t ion ing,  constant  tones and homogeneous sound sources.  Th is  is  
emphas ized in  t rans i tory  spaces.  These cond i t ions fu l f i l l  C la i re  B ishop’s  not ion 
o f  the conf l ic t  between act ivated and decentred spectatorsh ip  in  insta l la t ion ar t ,  
max imized through the ‘m imet ic  engu l fment ’  o f  end less ly  repeated mater ia l  such 
as darkness,  m ir rors  and sound.  
                                                       
87	  Hega r t y , 	  No i se /Mus i c : 	   A 	  H i s t o r y 	   1 73 -­‐174 	  
88 S ta r t i n g 	   f r om 	   s imp le 	   sounds 	   a l l ows 	   comp lex i t i e s 	   t o 	   emerge 	   a s 	  wave 	  pa t te rn s 	   i n te rm ing l e 	   o ve r 	  
t ime . 	   The 	  p r i n c i p l e 	   o f 	   emergence 	   i s 	   v e r y 	   impo r tan t 	   t o 	  my 	  p ra c t i c e . 	   I n 	   o the r 	  wo rd s , 	   emergence 	   i s 	   a 	  
k i nd 	  o f 	   comp lex i t y 	   t ha t 	   a r i s e s 	   ou t 	   o f 	   t he 	   comb ina t i on 	  o f 	   s imp le r 	   p ro ce s se s , 	   r e l a ted 	   to 	   chaos 	   t heo ry . 	  
The re 	   i s 	   no t 	   t he 	   s cope 	   to 	  de l ve 	   i n to 	   t h i s 	   f i e l d 	   i n 	  more 	  de ta i l 	   i n 	   t h i s 	   s t udy 	  howeve r 	   i t s 	   p r i n c i p l e s 	   c an 	  
be 	   seen 	  w i th in 	   a lmos t 	   o f 	   a l l 	   t he 	   e xamp le s 	   o f 	  wo rk 	  w i th i n 	   t h i s 	   pape r .  
89	   B l e s se r , 	   Ba r r y 	   and 	   L i nda -­‐Ru th 	   Sa l t e r . 	   “ E ven t s capes : 	   The 	  Au ra l 	   E xpe r i ence 	  o f 	   Space . ” 	   I n 	  Mus i c , 	  
Space 	   and 	  A r ch i t e c tu re , 	   ed . 	  Maa r ten 	  K loo s 	   and 	  Mach ie l 	   Spaan , 	   130 -­‐139 . 	  Ams te rdam: 	  A r ch i t e c tu ra 	  & 	  
Na tu ra 	   Pub l i she r s , 	   2012 . 	   132 	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C H A P T E R  T H R E E  
P E R F O R M I N G  A I R :  M O D U L A T I N G  A F F E C T  A C R O S S  T I M E  
 
 
Where do we see a i r?  Where we encounter  i ts  fo rce.  The a i r  r ipp les 
grass,  scuds c louds,  and crashes breakers  aga inst  the shore … A i r  
suspends,  escapes,  pressur izes,  equa l i zes. 90 
         Doug Knechte l  
 
Hundreds o f  peop le  s t ream through a complex o f  industr ia l  spaces.  Severa l  vast  
ha l ls  share the same roof l ine ,  separated by porous wa l ls  o f  i ron g i rders .  As the 
pub l ic  wa lks through they encounter  an expand ing son ic  ter r i to ry  created by 
repeated s imple  gestures.  S ix  per formers s tand per iphera l ly  a t  d i f fe rent  g i rders ,  
loud ly  s t r ik ing the s tee l  ske le ton w i th  lengths o f  wooden dowel  in  a  systemat ic  
pat tern  o f  a t tacks.  The sound grows and spreads through the ava i lab le  a i r  l ike  a  
v ic ious haze.  The d i f fe rent ia ted roof  shapes and i r regu lar  maze o f  rooms t r igger  
a  complex ha lo  o f  over tones that  in f i l t ra tes the in terconnected spaces.  
 
 
F ig  16 .  Ju l i an  Day  and  Luke  Jaan i s te  (Supe r  C r i t i ca l  Mass ) ,  Sound land ,  2013   
 
Soundland  is  a  work created by Luke Jaan is te  and I  in  response to  the industr ia l  
s t ructures on Cockatoo Is land on Sydney Harbour .  Across th i r ty  m inutes a  
group of  vo lunteers  cont inua l ly  t ransform the a i r  w i th in  the s i te  by undertak ing 
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s im i la r  gestures such as repeated rap id  s t r ikes that  crescendo in  in tens i ty .  Th is  
has an immediate  and expans ive e f fect .  The i r  act iv i ty  scu lpts  the spectators ’  
exper ience o f  the s i te  and is  a  fur ther  example o f  the spat io fuga l ,  space 
generated by cont inua l  expand ing movement .  The accumulat ion o f  act ions 
across the durat ion o f  such works modulates the qua l i ty  o f  the a i rspace.   
 
Th is  chapter  acknowledges a i r ’s  p last ic i ty  and the potent ia l  to  man ipu la te  i ts  
qua l i ty  through per formance.  I  focus on per formers who inst igate  complex 
sound f ie lds by operat ing,  t r igger ing or  ag i ta t ing mul t ip le  sound sources that  are  
e i ther  ident ica l  or  very  s im i la r .  In  do ing so I  dea l  w i th  a  form of  ‘a i r  cond i t ion ing’  
or ,  to  borrow a term f rom Bruno Latour ,  “a tmospher ic  man ipu la t ion.” 91 Whereas 
the f i rs t  chapter  looked at  the movement  o f  sound and the second chapter  
addressed how aud iences change the i r  percept ion o f  sound by mov ing through 
an a i rspace,  th is  chapter  examines sound that  is  i tse l f  moved v ia  the act ions o f  
per formers.  The spectator  may st i l l  change the i r  pos i t ion w i th in  a  space as they 
do in  Soundland  but  the emphas is  is  on the agency o f  the per former.  
 
 
F ig  17 .  Ju l i an  Day  and  Luke  Jaan i s te  (Supe r  C r i t i ca l  Mass ) ,  Sound land ,  2013   
 
Th is  chapter  looks at  two works by A lv in  Luc ier  and Ph i l l  N ib lock,  composers 
who dea l  w i th  the t ransformat ion o f  energy w i th in  space through per formances 
invo lv ing homogeneous sounds,  and severa l  works o f  m ine. 
 
                                                       
91	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D i f f e r e n t i a t e d  a i r  
 
The past  century  can be seen as a  push towards c l imate contro l .  Post - industr ia l  
soc ie ty  has sought  to  s tab i l i ze  the atmosphere by moni tor ing a i r f low wi th in  work 
p laces and temperature  w i th in  the home. I ron ica l ly ,  th is  urge to  contro l  has 
co inc ided w i th  increas ing ev idence o f  g loba l  c l imate change.  Rebecca 
Wi l l iamson notes recent  res is tance to  such homogen izat ion,  po int ing to  
researchers  who seek a more “d i f fe rent ia ted understand ing o f  our  a tmospher ic  
env i ronments” .  She reminds us o f  t rad i t iona l  cu l tures that  categor ize  d i f fe rent  
qua l i t ies  o f  a i r ;  in  the Medi ter ranean,  for  instance,  one th inks o f  the hot  S i rocco 
w ind,  and the ‘mal  ar ia ’  or  bad a i r  that  in fects  the body. 92  
 
We can contro l  our  immediate  space by man ipu la t ing pos i t ive  mater ia l  (ob jects ,  
hard sur faces)  and the so-ca l led negat ive  space between ob jects ,  the a i r .  Th is  
has a lways been a factor  in  arch i tecture  –  w indows,  for  instance,  not  on ly  
modulate  l ight  but  a lso moni tor  a i r f low.  Factor ing the atmosphere,  however ,  
seems espec ia l ly  resonant  now wi th  t rends towards more env i ronmenta l ly  
susta inab le  des ign and the work o f  a rch i tects  such as Ph i l ippe Rahm who focus 
on atmospher ic  d i f fe rent ia t ion.  As Juan E lv i ra  notes,  “a i r  has log ica l ly  been an 
important  par t  in  the techn ica l  process o f  cond i t ions o f  the human space g iven 
the need for  i t  to  be san i t ized and at temperated.”93 
 
Steven Connor  descr ibes a i r  as  a  “mutab le  mater ia l ”  and i ts  poros i ty  and 
p len i tude a f fords us some degree o f  contro l .  We can manipu la te  i ts  dens i ty  
( ‘ th ick’  a i r  versus ‘ th in ’ ) ,  i ts  pressure and i ts  t ransformat ion in to  other  forms 
such as s team and fog.  A usefu l  means to  shape such d i f fe rence is  through the 
spat ia l  energy o f  sound.  Bernd Schu lz  descr ibes the sense o f  hear ing as “what  
g ives v isua l  space i ts  actua l  p last ic  qua l i ty” . 94 Th is  is  demonstrated in  sound 
works that  not iceab ly  ad just  the dens i ty ,  pressure or  in tens i ty  o f  the 
surround ing a i r  w i th in  a  space.   
 
 
S t i l l  A n d  M o v i n g  L i n e s  
 
A c lar inet is t  s tands in  the midd le  o f  a  darkened room, surrounded by an 
immediate  semi-c i rc le  o f  l is teners  then a  per iphery  o f  four  loudspeakers .  A 
constant  s ine tone emanates f rom the speakers ,  aga inst  wh ich the c la r inet is t  
p lays a  s ing le  repeated gesture  –  a  ser ies  o f  long tones fo l lowed per iod ica l ly  by 
                                                       
92	   Rebecca 	  W i l l i amson 	   “A l 	   f r e s co : 	  when 	   a i r 	   became 	   f r e sh” , 	   i n 	   Knech te l 	   ed . 	  A i r 	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93	   E l v i r a 	   “Dense 	   Space” 	   266 -­‐268 	  
94	   Be rnd 	   S chu l z , 	  Resonance s : 	  A spec t s 	   o f 	   Sound 	  A r t . 	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s i lence.  Each long tone is  a lmost  ident ica l  to  the last  except  that  the per former 
changes the re la t ionsh ip  between the i r  in terna l  a i r  pressure and the shape o f  
the i r  mouth ( the i r  embouchure ) .  Th is  sh i f ts  each p i tch s l ight ly  h igher  or  lower .  
 
Th is  is  a  work by A lv in  Luc ier  f rom a co l lect ion o f  insta l la t ions and per formance 
works ca l led St i l l  and Mov ing L ines o f  S i lence in  Fami l ies  o f  Hyperbo las  (1972) .  
The c lar inet is t  undertakes a  very  s imple  act iv i ty ,  a  ser ies  o f  long breaths 
mediated through the i r  inst rument .  The s l ight  d i f fe rences between each breath,  
however ,  c reate  ext raord inary  sh i f ts  in  e f fect .  The s ine tone is  smooth but  
whenever  the c la r inet is t  p lays the surround ing a i r  warb les in  t ight  repet i t ive  
waves.  The rate  at  wh ich i t  does so depends on the prox im i ty  o f  the per former’s  
p i tch to  the constant  e lect ron ic  tone.  Th is  is  a  phenomenon known as ‘beat ing’  
where the d i f fe rences between s im i la r  p i tches create  a l te rnat ing aura l  bumps as 
the sound waves phys ica l ly  co l l ide.   
 
Luc ier  exp la ins that  th is  work,  l ike  others  o f  h is ,  is  des igned to  demonstrate  the 
“spat ia l  character is t ics  o f  sound i tse l f ” 95 wh ich in  th is  instance is  the way 
beat ing tones enc i rc le  d i f fe rent  spaces.96 However ,  these tones on ly  move at  the 
behest  o f  the per former who modulates the type o f  pressure w i th in  the i r  bod ies 
and consequent ly  w i th in  the space.  The l is tener  remains iner t  but  perce ives 
movement in  the form of  pressure w i th in  the a i r  and around the i r  ears ,  a  
pressure wh ich t ightens or  contracts  w i th  each note.  Such act iv i ty  is  t r iggered 
d i rect ly  by the repeated act ions o f  the per former. 97 
 
Th is  d i rect ive  was echoed in  a  per formance work o f  m ine ,  B ig  Space  (2011) .  In  
a  smal l  dark  aud i tor ium I  sat  before  two ident ica l  smal l  keyboards,  each p lugged 
in to  a  la rge loudspeaker  on e i ther  s ide o f  the s tage.  For  th i r ty  m inutes I  p laced 
meta l  bo l ts  on d i f fe rent  keys in  s t r ic t  sequence,  repeat ing each gesture  on each 
keyboard in  turn  so that  the notes unfo ld  in  ‘canon’  ( the exact  pat tern  repeated 
at  the same t ime lag ) .  Such s imple  gestures ampl i fy  in to  d isproport ionate ly  la rge 
son ic  consequences.  For  the l is tener  the in tens i ty  o f  the room changes 
dramat ica l ly  throughout  the per formance.  When two sets  o f  bo l ts  s i t  four  notes 
apar t  (generat ing a  ‘per fect  four th ’ )  the a i r  f lows more or  less smooth ly  as the 
                                                       
95	  Quo ted 	   i n 	  B l amey , 	   “ S i ne 	  waves 	   and 	   s imp le 	   a cous t i c 	   phenomena 	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   e xpe r imen ta l 	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spec i a l 	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96	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   d i s cu s sed 	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   t o 	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   l i s t s 	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   Shapes 	   o f 	   t he 	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  Boa rd 	   ( 1980 ) . 	   	   ( A l v i n 	   Lu c i e r . 	  S t i l l 	   and 	  Mov ing 	   L i ne s 	  o f 	  
S i l en ce 	   i n 	   Fam i l i e s 	   o f 	  Hype rbo la s . 	   L o ve l y 	  Mus i c 	   CD1015 . 	   CD . 	   2002 ) 	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   A s 	  w i th 	  my 	   app roach , 	   Lu c i e r 	   d i r e c t s 	   h i s 	   pe r fo rmer s 	   t o 	   a s sume 	   “ t a s k -­‐ l i k e ” 	   ro l e s . 	   Th i s 	   s e r v i ce s 	  wha t 	  
Pe te r 	  B l amey 	  deems 	   the 	   “ impe r sona l i t y ” 	   o f 	   Lu c i e r ’ s 	   app roach 	  wh i ch 	   r e sponds 	   to 	   J ohn 	  Cage ’ s 	  
ae s the t i c 	   l e ad 	   a s 	  we l l 	   a s 	   be ing 	   an 	   impo r tan t 	   s t r a tegy 	   i n 	   f r am ing 	   a cous t i c 	   phenomena 	  d i r e c t l y . 	  
( B l amey , 	   “ S i ne 	  waves 	   and 	   s imp le 	   a cous t i c 	   phenomena 	   i n 	   e xpe r imen ta l 	  mus i c 	   – 	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r e f e rence 	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  A l v i n 	   Lu c i e r ” , 	   194 -­‐195 ) 	  
 47 
waves in ter re la te  in  re la t ive  consonance.  When s ix teen bo l ts  s i t  a t  vary ing 
in terva ls  across the breadth o f  the keyboards the a i r  in  the room becomes 
uncomfortab ly  th ick w i th  heavy beat ings and a wr i th ing sense o f  we ight .  
 
L ike Luc ier ’s  p iece,  Big Space  seeks to  d i f fe rent ia te  space across t ime through 
sh i f ts  in  dens i ty  and pressure.  The per former inst igates th is  by co lour ing the 
surround ing atmosphere w i th  the i r  act ions,  carv ing out  a  chang ing space that  
unfo lds around them and engu l fs  the l is tener .  Space is  created here through 
gesture and whi ls t  the e f fect  is  more exaggerated than the Luc ier ,  w i th  b igger  
and w ider  dens i t ies ,  i t  is  no more d is t inct .  Aga in ,  the emphas is  is  on s imple  and 
log ica l  per format ive  tasks;  the per formance aesthet ic  is  one o f  seren i ty  and 
mindfu lness,  d iver t ing at tent ion f rom the per former to  the busyness o f  the sound 
wi th in  the space.  
 
F ig  18 .  Ju l i an  Day ,  B ig  Space ,  2011  
 
Chapter  one noted Gaston Bache lard’s  image of  the burrowing an imal ,  
h igh l ighted in  Steven Connor’s  descr ip t ion o f  spat iopeta l  space.  Here we might  
augment th is  fu r ther  w i th  images o f  the nest  and the she l l .  In  The Poet ics  o f  
Space  Bache lard looks to  Ju les Miche le t  for  h is  thoughts  on “b i rd  arch i tecture” ,  
evok ing the nest  as a  form that  is  “commanded by the ins ide” .  As quoted by 
Bache lard,  M iche le t  says:   
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On the ins ide the inst rument  that  prescr ibes a  c i rcu lar  form for  the nest  
is  noth ing e lse but  the body o f  the b i rd .  I t  is  by constant ly  turn ing round 
and round and press ing back the wa l ls  on every  s ide,  that  i t  succeeds in  
forming th is  c i rc le .  
 
A  nest  is  created through the “ repeated pressure”  o f  the b i rd  in  act ion whose 
home deve lops around i t .  Th is  resembles how a sna i l  c reat ing i ts  she l l  “contor ts  
i tse l f  in  order  to  advance and grow.”98 S imi la r ly ,  in  St i l l  and Mov ing L ines  and 
Big Space  the arch i tecture  o f  the work emerges f rom the constant  se l f -s im i la r  
gestures o f  the act ioner  or  per former.  In  Big Space  the mot ions are  determined 
by ar i thmet ic  however  the resu l tant  shapes are  mediated through the i r  
a r t icu la t ion by the human body.  The e f fect  is  that  o f  organ ic  son ic  mater ia l i ty  
that  in fuses and at  t imes overwhe lms the room. 
 
 
A t m o s p h e r i c  m o m e n t u m   
 
In  her  essay “Atmospher ic  Af fects” ,  J i l l  Bennet t  d is t ingu ishes between 
insta l la t ion ar t  that  compr ises “ambient  s tas is”  and that  wh ich fue ls  
“a tmospher ic  momentum.”99 Ambient  ar t  r isks becoming “an end in  i tse l f ,  a  warm 
bath o f  indu lgence”;  the a l te rnat ive ,  however ,  is  to  harness “dynamic 
env i ronmenta l  e f fects ,  not  on ly  spat ia l  but  tempora l” .  Atmospher ic  momentum 
might  invo lve “ the phenomenon of  t rans i t ion”  and act ivate  e i ther  the spectator ,  
as  in  the prev ious chapter ,  or  the per former.  By th is  def in i t ion,  a  cons is tent  
a tmospher ic  cond i t ion such as a  per formed drone is  less about  s tas is  and more 
a  form of  he ightened energy that  must  exer t  more than i tse l f  (a  channe l led 
surp lus va lue )  in  order  to  appear  s t i l l .  A  drone can resu l t  f rom repet i t ive  act ion 
and expended energy.  
 
L ike h is  s l ight ly  younger  counterpar t  La Monte Young,  Ph i l l  N ib lock is  a  New 
York-based composer  who works pr imar i ly  w i th  drones.  H is  works typ ica l ly  
invo lve pre-recorded long tones that  are  mul t i - t racked to  create  “susta ined tone 
textures” .100 These resu l t  e i ther  in  s tand-a lone record ings or  works in  wh ich 
mus ic ians per form l ive  aga inst  a  pre-recorded par t . 101  
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  be 	  p l a yed 	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   s yn the s i z ed 	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   f ee l 	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   i n 	   t he 	   env i ronment . 	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As w i th  Luc ier ,  the per formers in  N ib lock’s  p ieces undertake the i r  tasks w i th  
apparent  detachment and per formances can appear  v isua l ly  and aura l ly  s ta t ic .  
However  N ib lock’s  work mainta ins momentum in  the form of  d i f fe rent  energ ies:  
the energy o f  aura l  beat ings w i th in  the a i r ,  the susta ined energy requ i red o f  the 
per formers and the broader  s t ructura l  energ ies that  gradua l ly  emerge.  The 
composer  o f ten underscores th is  impl ic i t  movement by pa i r ing per formers w i th  
la rge mul t i -screen pro ject ions o f  workers  in  f ie lds per forming such tasks as 
gather ing and she l l ing gra in .102 
 
 
F ig  19 .  Ph i l l  N Ib lock ,  Gu i ta r  Too ,  Fo r  Fou r ,  1996  
 
Researcher  and composer  R ichard G lover  cons iders  N ib lock’s  work to  operate  
in  d ia logue between stab i l i ty  and instab i l i ty .  The un i ts  o f  construct ion,  the long 
tones,  s tay  f ixed however  the harmony and dens i ty  o f  sound changes as notes 
are  added or  subtracted f rom the mix .  G lover  says that  the s t ructure  o f  
N ib lock’s  mus ic  typ ica l ly  moves between convergence and d ivergence.  Th is  
t ransformat ion f rom one state  to  another  on ly  revea ls  i tse l f  over  a  long per iod.  
 
An example o f  th is  s t ructura l  momentum can be heard in  N ib lock’s  e lect r ic  
gu i tar  quar tet  Guitar  Too,  For  Four  (1996)  wh ich beg ins w i th  a  s imple ,  open set  
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  N ib l o ck 	  began 	  h i s 	   c a ree r 	   a s 	   a 	   pho tog raphe r 	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o f  notes (octaves and un isons)  and gradua l ly ,  over  th i r ty  m inutes,  fans out  in to  a  
more complex ar ray  o f  re la ted notes.  The e f fect  is  a  re la t ive ly  s ta t ic  drone that  
gradua l ly  changes in  shape and complex i ty  over  t ime.  S im i la r ly ,  the a lbum Four  
Fu l l  F lu tes  (1991)  features four  p ieces,  each last ing approx imate ly  20 minutes.  
Each tends to  conta in  a  s ing le  core note that  lasts  for  the durat ion o f  the work,  
to  wh ich other  notes are  added. 
 
Desp i te  i ts  sur face,  there fore ,  N ib lock’s  mus ic  is  not  necessar i ly  about  s tas is .  
G lover  suggests  “ the f lux  between parametr ic  change and parametr ic  s tas is  
ensures our  percept ion o f  both exper ienced and reca l led tempora l i ty  are  a lso in  
f lux .” 103 Th is  l inks to  ar t is ts  work ing pr imar i ly  w i th  space and l ight  for  whom 
“perceptua l  a r t  is  l ikewise necessar i ly  a  tempora l  a r t . ”104  
 
S im i la r ly ,  the long tones in  my works are  not  about  s tas is  but  about  contrast ing 
dens i t ies  o f  sound.  Whi ls t  drones are  the ‘un i ts ’  or  compos i t iona l  bu i ld ing 
b locks o f  the work,  they are  cons is tent ly  rep laced.  Thus the dens i ty  ebbs and 
f lows and the overa l l  energy o f  the p iece f luctuates.  The over lapp ing long notes 
const i tu te  an overa l l  mosa ic  o f  tones that  constant ly  modulate  the space.  
 
Two examples are  Ceremony  (2009 and 2010)  and Pentagon  (2013) .  These 
per formances invo lved f ive  synthes izers  and a de legated team of  vo lunteers .  
These per formers p laced bo l ts  upon the keys accord ing to  s imple  but  s t r ic t  
pat terns accord ing to  v isua l  cues (such as co loured notes )  or  game- l ike  
inst ruct ions.  The works are  spat io fuga l  in  that  they carve out  space through 
“act ions in  t ime”.  In  both,  long tones were over la id  systemat ica l ly  and bu i l t  a  
s low dr ive .  
 
Ceremony  was per formed wi th in  the insta l la t ion o f  the same name. Th is  created 
a b inary :  the exh ib i t ion compr ised a f ixed layout  w i th in  wh ich the spectator  
moved about ;  the per formance compr ised mov ing sounds w i th  a  s ta t ionary  
aud ience.  The per formers sur rounded the aud ience who sat  on cha i rs  or  
beanbags or  lay  on the f loor .   
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F ig  20 .  Ju l i an  Day ,  Ceremony ,  2010  
 
The per formers a l l  fo l lowed the same inst ruct ion in  the i r  own t ime.  Each 
keyboard featured d i f fe rent  degrees o f  t imbra l  complex i ty  (s ine tone,  square 
wave,  e tc )  and reverb so that  the same harmonic  mater ia l  contrasted as the 
notes in tersected w i th in  the a i r .  The overa l l  shape of  the work was o f  
d ivergence-convergence st ructure  that  gradua l ly  de l ineat ing the tess i tura  (p i tch 
range)  o f  the inst ruments.  The texture  began very  th in  w i th  a l l  p layers  p lac ing 
bo l ts  on the same notes and gradua l ly  th ickened over  t ime as more notes were 
added.  
 
The per formers undertook the i r  tasks e f f ic ient ly  and the aud ience remained st i l l  
th roughout .  M in ima l  act ions thus contrasted w i th  the max imum act iv i ty  w i th in  
the a i r .  The s low but  s teady act iv i ty  contr ibuted a  growing sense o f  momentum 
wi th in  the atmosphere.  The l is tener  heard immediate  s tas is  due to  the s low rate  
o f  change but  over  any f ive-minute per iod the harmonic  ground not iceab ly  
sh i f ted f rom one dens i ty  and co lour  to  another .   
 
Pentagon invo lved f ive  keyboards pos i t ioned in  the centre  o f  the space l inked to  
f ive  loudspeakers  at  the per iphery .  The aud ience sat  or  wa lked w i th in  the space 
between keyboards and speakers .  
 
L ike Ceremony  the per formers t reated the keyboard as a  phys ica l  te r r i to ry  o f  
success ive wh i te  notes.  They began by p lac ing bo l ts  on the centra l  notes o f  the 
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keyboard and s lowly  added more bo l ts  in  a  fann ing pat tern ,  in t roduc ing notes 
be low and above the centre  geometr ica l ly  unt i l  they encompassed the outer  
reaches o f  the keyboard.  As w i th  N ib lock th is  created a d ivergence,  in  th is  case 
f rom the centre  to  the per iphery  o f  the keyboard wh ich echoed the phys ica l  
layout  w i th in  the room. The crysta l l ine  open ing consonance grew in to  a  th ick 
d issonance throughout  the rest  o f  the work,  pu l l ing downwards and upwards 
l ike  tw in  forms of  grav i ty .  
 
The vo lume was very  loud and the a i r  warb led as s im i la r  notes c lashed.  The 
keyboards were tuned very  s l ight ly  apar t  wh ich rendered the a i r  th ick and r ich.  
The sound qua l i ty  was monol i th ic  but  morphed cons is tent ly  across the hour-
long per formance.  L is teners  sat ,  s tood or  wa lked about  throughout  the work;  
l ike  Dream House  the a f fect  var ied dramat ica l ly  f rom one l is ten ing pos i t ion to  
another .  
 
Both o f  these works inver ted the spectator  re la t ionsh ip d iscussed in  the 
prev ious chapter .  Here the l is tener  sat  and rece ived the sound over  a  spec i f ic  
per iod whi le  the sounds are  modulated before  them. The per formances occur  
over  a  spec i f ic  durat ion and demand both per former and spectator  endurance.  
By contrast ,  the durat ion o f  an insta l la t ion is  theoret ica l ly  end less and your  
exper ience o f  the durat ion is  dr iven pure ly  by where you choose to  wa lk  and 
how long you choose to  s tay.   
 
Oscar  Lopez draws a d is t inct ion between these two types o f  l is ten ing.105 In  both,  
the a i rspace might  be complete ly  f i l led w i th  sound but  in  the concert  the l is tener  
is  “ te r r i to r ia l ized … be ing seated in  f ront  o f  the mus ic” .  Because o f  th is  
separat ion –  the per formers and l is teners  “v isua l ly  d iv ided in  two” –  the l is tener  
cannot  fu l ly  exper ience the i r  body as be ing par t  o f  the work and must  a lso 
accept  that  the end o f  the concer t  means the end o f  the work as we l l .  
 
In  my work the ro le  o f  the spectator  var ies  f rom be ing necessar i ly  act ive  in  the 
insta l la t ion form ( the sound sources are  s ta t ic ;  the movement  is  in  the sound as 
i t  t rave ls  and w i th in  the spectator  as they move)  to  be ing pass ive  in  the 
per formances ( the sound sources are  e f fected by the per formers and the work 
evo lves across a  spec i f ic  t ime per iod ) .  
 
In  these works the ‘ turbu lent  geometry ’  is  the s l ippage between the a lgor i thmic 
and the bod i ly :  the a i r  pressure l i f ts ,  drops and surges as the mechan ica l  tasks 
o f  the per formers a l te r  the number o f  sound ing notes.  There are  d i f fe rent  types 
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o f  geometry  a t  p lay :  the ar i thmet ic  o f  the pat terns o f  drones that  unfo ld ;  the 
quant ized rhythmic in terp lay  between t ight ly  beat ing chords;  the s imple ,  log ica l  
parameters  o f  a  task.  L ikewise there are  d i f fe rent  types o f  turbu lence:  
d issonance between s im i la r  notes (beat ing ) ;  the f ree movement o f  per formers or  
spectators  throughout  a  space;  the d is juncture  between iner t  per formance 
pract ice and l is tenersh ip  and the act iv i ty  o f  the sound wi th in  the space.  
 
 
S u m m a r y  
 
Th is  chapter  demonstrates that  a i r ’s  qua l i ty  can be d i rect ly  modulated by 
per formers.  Th is  exempl i f ies  Steven Connor ’s  not ion o f  the spat io fuga l  in  wh ich 
space is  created through repeated gesture .  Such inst igat ion can be seen,  and 
heard,  in  works by composers such as A lv in  Luc ier  and Ph i l l  N Ib lock who 
f requent ly  use repeated homogeneous long tones.  As J i l l  Bennet t  warns,  
however ,  s imple  s tas is  r isks se l f - indu lgence whereas forward momentum of fe rs  
a  mater ia l  purpose beh ind works ut i l i z ing atmosphere.  
 
My per formances works d iscussed here  invo lve match ing synthes izers  p layed by 
a  de legated team who undertake s imple  repet i t ive  tasks that  s lowly  but  
cons is tent ly  a l te r  the dens i ty  and const i tu t ion o f  spec i f ic  per formance spaces.  
Un l ike  insta l la t ions that  encourage the spectator  to  move,  these works inv i te  
l is teners  to  s i t  and rece ive s lowly  mov ing sound f ie lds that  resu l t  f rom the 
per former’s  repeated gestures.  
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C O N C L U S I O N  
F R O M  R E A D Y M A D E  T O  T H E  S O C I A L  
 
 
Sounds last ing and leav ing f rom d i f fe rent  p laces and forming a sound ing 
scu lpture  wh ich lasts .  
         Marce l  Duchamp106 
 
Th is  paper  has sought  to  estab l ish  and e luc idate a  mater ia l is t  read ing o f  sound 
by focus ing on the a i r  as  a  t ransmiss ion medium. Th is  addresses the prob lem of  
how to examine sound in  ar t .  Sound is  present  in  much contemporary  ar t ,  as  
Ca leb Ke l ly  suggests ,  but  as a  non-v isua l  medium i t  f requent ly  e ludes cr i t ica l  
a t tent ion and understand ing.  
 
A i r ,  as  a  phys ica l  substance,  is  thus a  usefu l  lens through which to  examine 
sound and i ts  a f fect .  A i r ’s  pervas iveness  a l lows for  sound’s  spread,  i ts  poros i ty  
a f fo rds the p lent i fu l  movement o f  peop le  and i ts  plast ic i ty  a l lows us to  scu lpt  i ts  
dens i ty  and qua l i ty .  A i r  acts  as a  conduct ive  t issue between ob jects  and hard 
sur faces through which peop le  or ient  and connect .  Above a l l ,  a i r  is  a  la rge ly  
neutra l  “base l ine for  aesthet ics”107 that  enab les the d is t r ibut ion o f  var ious 
energ ies.   
 
My research rests  on the s imple  observat ion that  sound moves,  as a  form of  
energy in  space.  Th is  is  observed even in  apparent ly  s ta t ic  s i tuat ions such as 
rooms fu l l  o f  unchang ing drones (Dream House ,  Ceremony )  in  wh ich sound 
spreads f rom i ts  source and peop le  move w i th in  and aga inst  i t .  I  have focused 
on immers ive insta l la t ions and per formances by in terd isc ip l inary  ar t is ts  who,  l ike  
me,  work between v isua l  a r t  and mus ic :  Janet  Card i f f ,  A lv in  Luc ier ,  Ph i l l  N ib lock 
and La Monte Young.  The works I  have looked at  d isperse homogeneous sound 
sources,  usua l ly  constant  tones,  wh ich enab les var ious complex i t ies  to  emerge.   
 
The study conta ined severa l  tens ions ar t icu la ted by theor is ts  in  the f ie lds o f  
arch i tecture ,  insta l la t ion ar t  and a f fect  theory .  Chapter  one addressed the 
conf l ic t  between son ic  expans ion and conta inment  exempl i f ied by Steven 
Connor ’s  not ion o f  the spat iopeta l  and spat io fuga l .  Chapter  two examined the 
prob lem of  human movement and iner t ia  ident i f ied by C la i re  B ishop in  her  
paradox between spectator  act ivat ion and decentr ing.  Chapter  three 
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acknowledged the d i f fe rence between st ructura l  momentum and stas is  out l ined 
by J i l l  Bennet t .  
 
Together  these tens ions compr ised an overa l l  tens ion between stab i l i ty  and 
instab i l i ty  –  the ‘ turbu lent  geometry ’  o f  the paper ’s  t i t le .  The works addressed 
use geometr ic  s t ra teg ies –  s imple  ar rangements o f  sound sources,  ar i thmet ic  
behav ioura l  pat terns –  to  capture  and f rame emergent  phenomena.  The paper  
showed that  even apparent ly  ben ign son ic  s i tuat ions –  consonant  chords that  s i t  
be low the ambient  vo lume f loor  –  engender  turbu lence in  the form of  sound and 
peop le  mov ing f ree ly  w i th in  bu i l t  env i ronments.   
 
The ch ie f  c reat ive  outcome has been my ongo ing pro ject  ca l led An In f in i ty  
Room .  I  p lace found keyboards in  geometr ic  re la t ionsh ips w i th in  d i f fe rent  
spaces and estab l ish ing drone-based a i rspaces that  impl icate  the spectator  in  
d i f fe rent  ways.  I t  is  s i te  spec i f ic  and has y ie lded vary ing son ic  and soc ia l  
s i tuat ions,  f rom embodied contemplat ion in  the ga l le ry  to  subconsc ious 
coerc ion in  pub l ic  causeways.  
 
Over  the course o f  my Masters  the emphas is  w i th in  th is  work has subt ly  but  
cruc ia l ly  changed.  At  f i rs t  I  focused on the readymade,  co l lect ing and ar rang ing 
sets  o f  heterogeneous v in tage synthes izers  w i th in  c lass ic  exh ib i t ion spaces as a  
form of  ‘enab l ing museo logy’ .  Fo l lowing the lead o f  ar t is ts  such as Jef f  Koons,  I  
ce lebrated and e levated these inexpens ive inst ruments through consp icuous 
d isp lay  on spot  l i t  p l in ths in  ga l le r ies .  Weight ing the keys a f forded these 
otherw ise mute ob jects  an apparent  sent ience.   
 
My la ter  a im,  however ,  has been to  choreograph ‘s i tuat ions’  through a c loser  
a t tent ion to  the phys ica l  and soc ia l  impl icat ions o f  d i f fe rent  spaces.  The p ivot  
was sh i f t ing my at tent ion f rom the ob jects  and towards the surround ing space 
as a i r ,  fo l low ing the lead o f  m in ima l is t  insta l la t ion ar t  f rom the 1960s.  Recent  
works are  more d iscreet  and focus on act ivat ing the in termediary  mater ia l  
between the ob jects .  I  match the keyboards ident ica l ly  and prec ise ly  de l ineate 
the arch i tecture  o f  each space,  wedging pa i red inst ruments between para l le l  
wa l ls ,  w indow f rames or  doorways.  I  a t tend more f ine ly  to  beat ing tones and 
d issonance as a  way to  modulate  the a i r  and impl icate  the spectator  more 
s t rong ly  w i th in  each space.   
 
An In f in i ty  Room  now funct ions as a  cons is tent  methodology to  test  phys ica l  
spaces and ana lyse the soc ia l  s i tuat ions that  deve lop.  I t  uses sound as a  
connect ing t issue to  co lour  the a i r :  energ ies in  the form of  spread ing constant  
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tones demonstrate  the extent  o f  one’s  ambulat ion and d i f fe rences are  
neutra l ized to  emphas ize and prob lemat ize  agency.  Th ink ing o f  sound as 
mater ia l  energy he lps re lease i t  f rom d isc ip l inary  l im i ta t ions and a l ign i t  w i th  
broader  a tmospher ic  phenomena such as fog,  temperature  and odour .  I t  a lso 
he lps exp la in  some of  the conf l ic ts  that  ar ise  through what  B lesser  and Sa l ter  
ca l l  “over lapp ing acoust ic  arenas” .  These range f rom sound works b leed ing 
beyond the i r  boundar ies  in  group exh ib i t ions to  d issonances o f  persona l  space 
and no ise po l lu t ion w i th in  c i ty  l i v ing.  
 
In  other  words,  sound re f lects  an aspect  that  qu ie t ly  emerged wi th in  th is  paper .  
Chapter  two looked at  peop le ’s  movement through the a i r  wh i ls t  chapter  three 
looked at  peop le  inst igat ing sh i f ts  in  the a i r  th rough movement.  Th is  in t roduces 
the e lement  o f  soc ia l i ty  which suggests  the next  s tep in  th is  research:  observ ing 
human in teract ions w i th in  the porous env i ronment  o f  a i r .  
 
Th is  wou ld bu i ld  on theor is ts  such as Brandon LaBe l le  who dec lares that  “sound 
is  in t r ins ica l ly  and un ignorab ly  re la t iona l  … i t  leaves a  body and enters  
others .” 108 Dav id  Sommers adds:  “arch i tecture  is  the ar t  o f  soc ia l  space because 
i t  both enc loses and inc ludes inst i tu t ions;  i t  is  the means by wh ich human 
groups are  set  in  the i r  actua l  a r rangements.”109 J i l l  Bennet t  po in ts  out  that  the 
a i r  has t rad i t iona l ly  been stud ied as a  natura l  ra ther  than a  soc ia l  sc ience.  She 
ca l ls  fo r  an “aesthet ic  concept ion o f  a i r ”  that  a f fords “ the in t imate s tudy o f  
human in teract ion”  and invokes the idea o f  “soc ia l  a tmosphere”  as a  k ind o f  
dens i ty  o f  a f fect  wh ich can mount  and subs ide w i th  the presence o f  peop le  
w i th in  a  g iven space.   
 
Future  research in to  re la t iona l i ty  and soc ia l i ty  w i l l  ex tend a s t rand o f  work 
undertaken dur ing the MFA, exempl i f ied by Soundland  in  chapter  three.  Th is  
was par t  o f  an ongo ing co l laborat ive  pro ject  ca l led Super  Cr i t ica l  Mass  (SCM )  
wh ich br ings together  temporary  communi t ies  o f  peop le  to  undertake s imple  
son ic  tasks in  pub l ic  p laces.  The vo lunteers  use the same c lass o f  inst rument  
(e .g .  a l l  f lu tes )  or  make the same k ind o f  sound,  fo l low ing s imple  sets  o f  
inst ruct ions.  Many SCM works undertaken dur ing the Masters  invo lved w ind or  
breath,  a  fu r ther  l i te ra l izat ion o f  a i r .  They  brought  together  many o f  the 
concerns d iscussed such as long tones d is t r ibuted throughout  a  space,  sound 
and peop le  de l ineat ing arch i tecture ,  spectators  mov ing about  and per formers 
creat ing space through repeated gesture.  SCM  is  ak in  to  per formances o f  An 
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In f in i ty  Room  however  the focus is  more on in teract ion,  d isp lay ing a  t r iune o f  
son ic ,  spat ia l  and soc ia l  factors .   
 
In  summary,  a i r  is  a  phys ica l  domain through which much human act iv i ty  takes 
p lace.  We use sound as one way to  locate ourse lves and understand the way we 
operate  w i th in  bu i l t  env i ronments.  A l though cer ta in  s t ra teg ies (o f  homogene i ty ,  
o f  ‘m imet ic  engu l fment ’ )  can thwart  or  f rust ra te  movement ,  a i r  remains a  key 
way o f  ident i fy ing sound as a  fundamenta l  property  o f  be ing.  Ear ly  on th is  paper  
quoted Dav id  Toop who says “a i r  and sound are  much the same: we breathe 
sound and l is ten to  a i r . ”  Th is  fundamenta l  permeat ion between sound and i ts  
medium has stayed wi th  me throughout  th is  research.  I  hope through my works 
and examples I  have foregrounded a i rborne sound as mater ia l ,  embodied,  
sensory  and fundamenta l ly  soc ia l .  
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A P P E N D I X  1  
 
L IST OF WORKS CREATED DURING THE MFA (2010-2013)  
 
 
 
Key 
A IR = An In f in i ty  Room 
SCM = Super  Cr i t ica l  Mass ( *  =  w i th  Luke Jaan is te ,  +  = w i th  Janet  McKay)  
LAS = LOUD+SOFT (#  = w i th  Luke Jaan is te )  
 
 
 
 
 
2 0 1 0  
 
F low 
Delegated per formance 
Jud i th  Wr ight  Centre  for  Contemporary  Ar ts ,  Br isbane 
Burnet t ’s  Lane,  Br isbane 
L iqu id  Arch i tecture  Fest iva l  o f  Sound Arts  
SCM 
 
Ceremony 
Ins ta l la t ion  
De legated per formance 
F i rs tdra f t  Ga l le ry ,  Sydney 
A IR 
 
L i t t le  Ones ,  House Mus ic ,  Ceremony  
De legated per formance 
Sydney Conservator ium of  Mus ic  
New Mus ic  Network Min i  Ser ies 
A IR 
 
Resonate 
Per formance 
Grantp i r r ie  Ga l le ry ,  Sydney 
A IR 
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Quiver ,  Glow ,  Swel l  
De legated per formance 
Ar ts  House Meat  Market ,  Me lbourne 
SCM *+ 
 
Tight  Spaces 
Video,  photograph ic  exh ib i t ion 
A l lan’s  Walk  Ar t is t -Run-Space,  Bend igo 
 
 
2 0 1 1  
 
Ceremony 
Delegated per formance 
Jugg lers  Ar t  Space,  Br isbane 
under_scored  
A IR 
 
Qu iver  
Delegated per formance  
Het  Nutshu is ,  The Hague,  Nether lands 
TEST Ext ra  
SCM 
 
Turn ing The Tab les On … Franz Bruggen 
Ins ta l la t ion  
Het  Nutshu is ,  The Hague,  Nether lands 
TEST Ext ra  
LAS 
 
AIR  
Ins ta l la t ion  
Het  Nutshu is ,  The Hague,  Nether lands 
TEST Ext ra  
A IR  
 
SWELTER 
Delegated per formance 
The Lake,  Centra l  Park ,  New York,  USA 
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MATA Fest iva l ,  Make Mus ic  New York 
SCM *+ 
 
Vapor isat ion 
Delegated per formance 
O ld Museum Br isbane 
Queens land Mus ic  Fest iva l  
SCM *+ 
 
House Mus ic  
Per formance 
Graf f i t i  tunne l ,  The Un ivers i ty  o f  Sydney 
A IR 
 
Big Space 
Per formance 
Whi techape l  Ga l le ry ,  London 
A IR 
 
Big Space 
Per formance 
Café Oto,  London 
A IR 
 
Big Space 
Per formance 
C i ty  Un ivers i ty ,  London 
A IR 
 
Big Space 
Per formance 
Madame Claude’s ,  Ber l in  
A IR 
 
AIR  
Per formance 
K ings Cross Hote l ,  Sydney 
FBi  Soc ia l  
A IR 
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2 0 1 2  
 
Lovers  
Ins ta l la t ion  
Per formance 
Wol longong C i ty  Ga l le ry  
Near  Ear th  Ar t  
A IR 
 
Halo 
Delegated per formance 
Sydney Opera House 
SCM *  
 
AURA 
Delegated per formance 
B lacktown Arts  Centre ,  Sydney 
Aurora Fest iva l  
SCM *  
 
Voca l  F ie ld  
Delegated per formance 
Manchester  Cathedra l ,  UK 
FutureEveryth ing Fest iva l  
SCM *  
 
Quays 
Delegated per formance 
Sa l ford Quays,  UK 
FutureEveryth ing Fest iva l  
SCM *  
 
Low End 
Delegated per formance 
Sp i ta l f ie lds Markets ,  London,  UK 
Sp i ta l f ie lds Mus ic  Fest iva l  
SCM *  
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Quiver ,  Detourne 
Delegated per formance 
The Horse Hosp i ta l ,  London,  UK 
Monochrome 
SCM *  
 
GOLD METAL 
Ins ta l la t ion  
Campbel l town Arts  Centre  
Transmiss ion 
 
Wi th in  St r ik ing 
Delegated per formance 
Ar ts  Centre  Melbourne 
Aura l  Arch i tecture  
SCM *  
 
Be l ls  
Delegated per formance 
Jugg lers  Ar t  Space,  Br isbane 
under_scored  
SCM *  
 
Be l ls  
Delegated per formance 
K ing George Square,  Br isbane 
SCM *  
 
 
2 0 1 3  
 
The Regret  Tree 
Sculpture ,  par t ic ipatory  per formance 
Per formance Space,  Sydney 
 
I lboard 
Video 
3 par ts :  2 ’  2 ’  2 ’  
Per formance Space,  Sydney 
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Turbu lent  Geometry  
Ins ta l la t ion  
Canberra  Museum and Art  Ga l le ry  
A IR 
 
AIR  
Per formance 
Canberra  Museum and Art  Ga l le ry  
You Are Here Fest iva l ,  D i f f icu l t  Mus ic  Ser ies  
A IR 
 
Requiem 
Ins ta l la t ion  
Austra l ian Exper imenta l  Ar t  Foundat ion (AEAF) ,  Ade la ide  
A IR 
 
Pentagon  
Delegated per formance 
Seymour Centre ,  Sydney 
V IV ID Fest iva l  
A IR 
 
Pivota l  ( f rom me to  you and back aga in )  
Six  channe l  v ideo insta l la t ion 
De legated per formance 
Casu la  Powerhouse,  Sydney 
SCM 
 
Soundland 
Delegated per formance 
Cockatoo Is land,  Sydney 
Underbe l ly  Fest iva l  
SCM *  
 
Requiem 
Ins ta l la t ion  
Chatswood Concourse,  Sydney 
Wi l loughby Scu lpture  Pr ize  
A IR 
 
 68 
Together  We Breathe 
Delegated per formance 
L ibrary  o f  B i rm ingham, UK 
SCM + 
 
Turn ing The Tab les  
Monash Un ivers i ty  Museum of  Ar t ,  Me lbourne 
LAS # 
 
Requiem 
The Genera l  Store,  Sydney 
A IR 
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F INAL INSTALLATION: LOVERS, SYDNEY COLLEGE OF THE ARTS ENTRANCE 
 
 
 
F ig  21 .  Ju l i an  Day ,  Love rs ,  2013 
 
 
 
F ig  22 .  Ju l i an  Day ,  Love rs  ( de ta i l ) ,  2013  
